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A B S T R A C T 

This research investigates family links between Cape Town and Tasmania 

in the context of British colonial history when expansion promised 

opportunities for owning farming land in the dominions. My artwork reflects 

upon the meaning of hope and allure in relation to land and place. 

The historic Cape of Good Hope is established in my work as an iconic 

landscape symbolising the power of imaginative thought when 

contemplating change from one place to another. The exegesis follows a 

trail of artists and others who have walked through and interpreted cultural 

landscapes that are alluring to the expectant migrant as well as being 

catalysts for triggering fractured memories of homelands. 

Through examining the meaning and expression of hope for the future, 

ideas associated with acquiring, working and feeling connected to land 

have been explored. A concomitant concern is for the health of the land 

and it is this anxiety that is reflected in the work of a number of 

contemporary artists who appreciate how indifference to natural systems 

can be catastrophic.  

In exploring the ideals of British colonials seeking freedom from the 

restraints of England, arable land and financial success, links are made 

between Cape Town and Tasmania as two destinations that offered hope 

for individuals in the New World. This investigation, through the artwork 

and exegesis, explores the migration and marking of place, the imaginative 

power of hope, the significance of cultural and psychological landscapes 

and the importance in feeling connected to our world. 
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A R T   A N D   T H E   E N V I R O N M E N T 

Land art and environmentalism are important themes in support of my 

project Land, Hope & Allure, Living and Connecting to World, which 

elaborates on cultural connections and experiences of land. 

Interconnections between landscape and language are also relevant in 

determining how the land is interpreted and utilised. Theory sources taken 

from a continuing and growing literature on these subjects plus my own 

experiences and primary research illustrate the depth and scope of the 

subject. 

David Bourdon, throughout his book Designing the Earth: the Human 

Impulse to Shape Nature cites the many and varied ways that man has 

relentlessly built on and marked the earth in the process of place-making. 

He claims that the potential to structure and organise spaces using earth 

and stone continues to be exploited by architects, engineers and designers. 

Jacob Bronowski, in the BBC documentary series The Ascent of Man, 

confirms Bourdon’s claim that man is a ‘shaper of the landscape’1 where 

man’s unique nature allows him to adapt not only to any one environment 

but to all environments. Jeffrey Kastner quotes Bronowski in Land and 

Environmental Art:  

Man is a singular creature. He has a set of gifts which make him unique 
among the animals: so that, unlike them, he is not a figure in the landscape 
– he is a shaper of the landscape. In body and in mind he is the explorer of 

                                                 
1Jacob Bronowski, The Ascent of Man, BBC documentary series, produced in association with 
Time-Life Films, written and presented by Jacob Bronowski, produced by Adrian Malone, 1973 
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nature. The ubiquitous animal who did not find but has made his home in 
every continent.2 

Bronowski contends that man’s ‘jigsaw of faculties’ enables him to be 

creative and imaginative, thereby allowing him to look forward to the 

future. The cultural traces left behind that reveal this vision and ingenuity 

are inspiration for future generations in a process that Bronowski calls 

‘cultural evolution’3. I argue that the ambitions and hopes of one 

generation can stimulate and inspire subsequent generations. I further 

contend that our often intense personal relationships and attachments to 

particular landscapes are not only cultural but also psychological, or 

emotional. My argument is substantiated by primary research in Tasmanian 

and South Africa. Interviews with Tasmanian farmer Tim Parsons4 reveal 

that his strong connection to his farm is directly linked to the many 

generations of farmers before him who have lived on and worked that land. 

The structure or layout of Parson’s farm is governed primarily by practical 

imperatives but in a broader sense, reflects human nature’s ‘search for 

symmetry, coherence, harmony and order’.5 Parsons revealed in an 

interview, conducted from the elevated position of nearby hills, that he 

feels satisfied with the visual harmony and order of his farm.  

David Pepper in Modern Environmentalism also conveys that it is not just 

ideas that reflect people’s material interests and circumstances but their 

aesthetic preferences. In Emotion, Place and Culture Jennifer Foster also 

discusses how environmental aesthetics contributes meaning to people’s 

lives as they find a place in the world. Foster cites Emily Brady who claims 

that aesthetic values form part of human relationships with nature.6  

Brady also points out that aesthetic experiences can be visceral, powerful 
and enduring, contributing to moral values associated with nature that may 
inspire ‘appropriate moral action’ prompted by the perceptual sensitivity, 
imaginative freedom, creativity and emotional expression associated with 
aesthetic engagement.7 

In Land, Hope & Allure, Living and Connecting to World ‘aesthetic 

engagement’, and direct experience are discussed in relation to several 

                                                 
2Jeffrey Kastner & Brian Wallis, eds. Land and Environmental Art, Phaidon Press Ltd, London, 
1998, p11 
3 Bronowski, The Ascent of Man 
4Hope Walk was an experiential sculpture built on Tim Parson’s property in central Tasmania in 
2004-2005 
5David Pepper, Modern Environmentalism: An Introduction, Routledge, London, 1996, p118 
6Emily Brady, ‘Aesthetics in Practice: Valuing the Natural World’, Environmental Values 15 
p277-91 
7Jennifer Foster, ‘Environmental Aesthetics, Ecological Action and Social Justice’, in Mick 
Smith, Joyce Davidson, Laura Cameron & Liz Bondi, eds. Emotion, Place and Culture, Ashgate 
Publishing, Surrey, 2009, p98 
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sites in Cape Town and Tasmania. Many of my photographs were taken on 

long walks at both sites. To further explain aesthetic engagement in the 

context of Table Mountain behind Cape Town and Hobart’s Mount 

Wellington is to acknowledge how their shape and form initially lures us to 

them, but when experienced up close we may know and understand the 

unique details of the particular environment of each place. The memory of 

their impact contributes towards their value and likely conservation. In 

contrast, devastating environmental damage can occur as a result of 

indifference.  

Tim Bonyhady addressed the relationship between conservation and 

aesthetics in a paper titled, ‘Woodchipping the Spirit of Tasmania’, 

presented at the Imaging Nature: Environment, Media and Tourism 

conference in 2003 at Cradle Mountain in Tasmania. He argued that images 

of destruction were powerfully contrasted with those of a pristine original 

environment in the campaign to save the Styx Valley from logging: 

On the one hand, there is the ugliness of clear-felling, the use of aerial 
incendiaries to set fire to the remaining stumps and branches and the 
lifeless, blackened landscape which results. As with many other forest 
campaigns over the last thirty years, it is a matter of before and after. As 
much as each type of image can stand alone and is important by itself, 
there is always an implicit and often an explicit contrast between nature 
intact and nature destroyed.8 

Many artists have been aware of environmental issues and engaged with 

the environment including land artists from the 1960s, such as Robert 

Smithson who chose to work directly with landscapes that were often 

isolated, destroyed and/or disused and described as ‘non-sites’. Smithson 

like many others gained inspiration from these non-sites as places that had 

been shaped by history, an interpretation that in turn directly influenced 

their artistic responses to these sites.  

Jeffrey Kastner and Brian Wallis in Land and Environmental Art, and Gilles 

Tiberghien in Land Art, analyse the work of land artists who re-

contextualised art and re-defined established ideas of the art object 

through their engagement with the landscape. Tiberghien contends that 

modernism had denied the pictorial and sculptural arts. Conversely, land 

artists utilised sculpture, performance, photography, text and/or mapping 

in the process of interpreting the land thereby reflecting a movement in 

contemporary art that questioned and contested modernism. Many land 

                                                 
8Tim Bonyhady, ‘Woodchipping the Spirit of Tasmania’, Imaging Nature: Environment, Media 
and Tourism An Interdisciplinary Conference, University of Tasmania, 2003, p3  
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artists from the 1960s including Robert Smithson have been inspired by, 

and found expression in, conceptual art and minimalism.9 My site-based 

land art and gallery installations have been informed by this approach, by 

utilising the simplicity of geometric forms as well as making use of a range 

of architectural and natural materials.  

Tiberghien claims that ‘earthworks’, coined by Robert Smithson10, only 

categorises some of the works of the land artists, while ‘land art’ is a term 

that covers a variety of diverse works. My experiential sculpture, Hope 

Walk 2004-05 can be seen in the context of land art due to both its 

environmental setting and because the work addresses the relationship 

between cultural tourism and the farming landscape. 

Kastner argues that the unorthodox nature of land art in the 1960s 

contributed to how environmentalism flourished in the United States.11 The 

modern ‘green’ movement grew out of this more liberal counter-culture 

and the desire for a simpler lifestyle and a closer connection to nature. 

Greater care for the environment was promoted at the same time that 

‘environmentalism’ entered the political stage in the United States. 

Tiberghien contends that art criticism and documentation were necessary 

for not only becoming familiar with the large and remote land works - such 

as Walter de Maria’s Lightning Field, New Mexico, 1977 and Robert 

Smithson’s Spiral Jetty, Great Salt Lake Utah, 1970 – but also for 

understanding them.12  

Tiberghien states that the conceptual and unorthodox nature of land art 

requires both artist and spectator to physically engage with the work and 

the environment at the same time.13 Traversing these works is a 

phenomenological experience where the subjective and intuitive responses 

to nature encourage the viewer to be part of the world and not separate 

from it. Tiberghien confirms that the work of land artists helped spectators 

understand and know the world differently.14 Hope Walk encouraged 

visitors to experience nature directly. In the context of this work feeling 

connected to the world was promoted by the sustaining emotion of hope 
                                                 
9Land artists Robert Smithson, Walter de Maria, Mel Chin, Joseph Beuys, Agnes Denes, 
Richard Long and Andy Goldsworthy are discussed in this exegesis 
10Gilles Tiberghien, Land Art, Art Data, London, 1993, p13. Earthwork was the title of an 
exhibition held in 1968 at the Dwan Gallery in New York. 
11Kastner & Wallis, eds. Land and Environmental Art, Preface, p16 
12Tiberghien, Land Art, p17 
13Tiberghien, Land Art, p17 
14Tiberghien, Land Art, p18  
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guided by the allure of the landscape. Through a physical experience Hope 

Walk contributes to a new way of viewing a specific farming landscape 

highlighting contemporary rural ecology that promotes sustainable 

practices necessary for economic survival, hence the acronym  

H  helping to understand land-care issues 
O  organizing the land in sustainable ways 
P  people and place 
E  environment 

The work involved collaboration with farmer Tim Parsons who seeks to 

combine sustainable ecological practices with contemporary development. 

These ideas are encapsulated in Hope Walk which addresses the site 

directly by combining land care issues and the aesthetics of the specific 

environment with land art. 

In order to provide an alternate experience of place and to lead the viewer 

on a journey through time, I juxtaposed primary research from both 

Tasmania and South Africa in the 2009 gallery installation Land, Hope & 

Allure. In this context ‘hope and allure’ were conceptualised by making 

connections between countries, people and their experiences.  

According to David Pepper, ‘there is still a division between a 

fundamentally aesthetic appreciation of landscape and a primarily scientific 

understanding of nature conservation’15. He claims that a relativist and 

post-modern view of knowledge includes the recognition that all views are 

valid. Evidence of diversity and how we view the world can be seen in the 

way the environment has been shaped and structured through cultural 

hopes, ambitions and ideas.  

I agree with Pepper when he argues that there is no one objective and 

unbending truth about relationships between society and 

nature/environment, but that there are ‘different truths for different groups 

of people in different social positions and with different ideologies’16. 

Pepper’s book outlines the many and varied views and interpretations of 

environment that resonate with my written and visual work. He 

emphasises for example how wilderness has been portrayed by those with 

contrasting political agendas as ‘dynamic, violent, disruptive and fiercely 

competitive’ as well as ‘a place of balance, harmony and order’17. 

                                                 
15Pepper, Modern Environmentalism, p218 
16Pepper, Modern Environmentalism, p3 
17Pepper, Modern Environmentalism p3  
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Kastner and Wallis suggest that man’s attitude towards nature is 

ambivalent, meaning that on the one hand ‘we have consistently sought to 

connect on some level with the landscape’ but on the other ‘we worship 

and loathe it, sanctify and destroy it.’18 The centrality of land, the 

ambivalence towards nature and the desire to shape the landscape are 

explored in this exegesis through exploration of colonial and family history, 

art and tourism. These central themes are explored through my primary 

research into Frances and Walter Mason’s experience of migration (Chapter 

1) referring to a time when land was exploited and shaped for profit and/or 

survival during a period of British colonial history. During the early years of 

the 20th century they intended to grow apples in Tasmania, a place where 

the contrast between wilderness and farming country remains acute.  

Tasmanian wilderness continues to be explored with trepidation for some 

but also remains as inspiration for many inhabitants, tourists and artists 

alike. In both Tasmania and South Africa contested land continues to 

stimulate debate. Members of the Tasmanian Greens and Tasmanian artists 

like Raymond Arnold and Tim Burns argue in favour of the preservation of 

wilderness areas and old growth forests, while Forestry Tasmania supports 

logging. Environmental-based tourism too can ultimately change and even 

destroy the pristine landscape. At the same time contemporary farmers 

such as Tim Parsons are embracing sustainable agricultural practices and 

tourism to sustain themselves as well as the environment. 

My research reveals the pattern of migration to and from Tasmania, where 

many long for other places only to return and leave again continuously 

confirming that migration is stimulated as much by responses to the 

environment as by social issues. In his novel Down Home: Revisiting 

Tasmania, Peter Conrad questions the social structures in Tasmania and 

uses derogatory landscape metaphors to express his own dissatisfaction.19 

Tim Bonyhady and Tom Griffiths, editors of Words for Country: Landscape 

and Language in Australia, compiled a series of essays that explore the 

relationship between landscape and language claiming that each is 

influenced and formed by the other:  

Words for Country reveals not just how language grows out of the 
landscape but how words and stories shape the places in which we live.20  

                                                 
18Kastner & Wallis, eds. Land and Environmental Art, p11 
19Peter Conrad, Down Home: Revisiting Tasmania, Chatto & Windus, London, 1988 
20Tim Bonyhady & Tom Griffiths, eds. Words for Country: Landscape and Language in 
Australia, University of New South Wales Press, Sydney, 2002, dust jacket 
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Bonyhady and Griffiths cite what the American writer John Brinckerhoff 

Jackson termed ‘a vernacular landscape’ that is ‘neither ecological nor 

aesthetic’ but one made from talk and action, ‘a landscape of the everyday’ 

and one ‘enlivened by mobility and change’.21 Jackson was reacting against 

the extremes of American environmentalism but these aspects became 

evident in my interviews with family members in Tasmania and South 

Africa. Interviewees discussed their everyday lives, many of them on the 

land, and spoke of stories and attitudes that had been passed down from 

one generation to the next.  

Bonyhady and Griffiths claim that politics is at the core of their book, such 

as ‘conflicts over land ownership control and use’22, and that the book 

‘offers a humanistic environmental history’23. They argue that landscape 

not only represents particular places embedded with cultural meaning but 

also that language implies a human presence.  

But landscape is also a word freighted with cultural meaning which suggests 
a view that is remote and painterly – a product of the world of art – while 
language can be portrayed as regional if not local, native if not natural.24 

Their aim was to bring the two concepts together with stories of Australia 

to characterise how landscape and language interchange and connect. For 

example, Jay Arthur discusses how language is used for political advantage 

in the essay ‘Natural Beauty Man-Made’.25 She refers to an area in the 

Kimberley as a place ‘mapped through text’.26 Unlike Arthur’s use of 

language to map a site unseen or unexperienced I propose, along with the 

land artists, that knowledge of the world is gained by direct experience. 

Walking is a way of contemplating not only the experience of place but also 

the aesthetics of landscape.  

Perceptions of the world are subjective however, elucidated by Brigid Hains 

in her essay ‘The Graveyard of a Century’27 where she compares the white 

wilderness of Antarctica with the welcoming and colourful coastline of 

Tasmania. Antarctica could be described as the ultimate wilderness and 

one that transformed her opinion of nature as well as increased her 

awareness of herself. Simon Schama wrote about this inner transformation 

                                                 
21Bonyhady & Griffiths, eds. Words for Country, p8 
22Bonyhady & Griffiths, eds. Words for Country, p2 
23Bonyhady & Griffiths, eds. Words for Country, p6 
24Bonyhady & Griffiths, eds. Words for Country, p1 
25Jay Arthur, ‘Natural Beauty, Man-Made’ in Bonyhady & Griffiths, eds. Words for Country, 
p190 
26Arthur, ‘Natural Beauty, Man-Made’ in Bonyhady & Griffiths, eds. Words for Country, p204 
27Brigid Hains, ‘The Graveyard of a Century’ in Bonyhady & Griffiths, eds. Words for Country, 
p124 
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in Landscape and Memory, arguing that ‘the panorama showed nothing so 

clearly as the scenery of their inner selves’.28 Olegas Truchanas also wrote 

about his relationship with Tasmania’s wilderness in terms of a personal 

experience; ‘You come home to what’s important. You come home to 

yourself’29. 

Through my work I have sought to examine and reflect on how our sense 

of place is strengthened by the landscapes we experience and inhabit. 

These connections to land and place can elicit a sense of belonging, in turn 

contributing to and enriching our personal identities. 

                                                 
28Simon Schama, Landscape and Memory, Fontana Press, London, 1995, p422. Schama was 
referring to the many who seek the ‘Inner Way via anthroposophy and mystical self-
interrogation’ from the elevation of a mountain 
29Max Angus, The World of Olegas Truchanas, Melva Truchanas, Hobart, 1975, p34 
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I N T R O D U C T I O N 
Hope is nocturnal in a sense; it can see best in the dark and things may 

need to get darker – as I’m sure they will – before we begin to discover 

hope’s creative genius.
1
 

I grew up on the island of Tasmania and the memory of the rhythmic 

enclosure of an endless body of water stretching to land masses way out of 

sight stays with me. A circumference of ocean has always encouraged 

thoughts of travel and of escape to far away places. It produces a 

restlessness as fluid as the black watery mass itself. Hope and creativity 

find fertile ground from this sense of unease. The horizon with all its 

charm, visual distance and perceived beginnings and endings often allures 

us into imagining new journeys and fresh challenges. 

In this project hope and allure are interconnected through their roles in 

historical events and cultural attitudes to land. The meaning attached to 

land, hope and allure has been explored to determine the ways in which 

my grandparents and others have imagined the future, made changes and 

connected to the places where they live. ‘Living and connecting to world’ 

refers to the personal and ‘spiritual’ associations with the world around us. 

Early exploration is important here in regard to context and so is discussed 

to acknowledge the established trade routes that linked Europe in the west 

with Asia in the east. The northern and the southern hemispheres were 

connected also as Great Britain, via South Africa, colonised Australia. 

                                                
1 Michael Leunig, ‘Where there’s life…” The Age, 30/12/06 
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Tasmania, at the most southern tip of Australia, featured on the maps of 

early explorers and played an important role during colonial expansion.  

British colonial history provides the background for my broader 

investigation into family connections with Great Britain, South Africa and 

Tasmania when my grandfather and his brothers also imagined life beyond 

known horizons when they searched for suitable land to farm.  

The main focus of my investigation into ways in which people relate to land 

lies between the footsteps of my grandparents, Frances and Walter Mason, 

who migrated from Cape Town to Tasmania in the early years of the 

twentieth century. In 2005 I retraced their journey to further extend my 

knowledge of family heritage in Cape Town. I walked and explored 

landscapes that had been described to me by my grandparents. I 

wandered through Tasmania too, looking for meaning in landscapes 

familiar from childhood. These personal histories and experiences are 

essential to constructing the basis of the visual work. 

This investigation explores what it means to establish a home and to 

connect to new homelands. Fundamental to becoming familiar with 

different landscapes is the ritual of walking as well as succumbing to the 

allure of the bush, for example, where nature can be experienced directly. 

Artists who have incorporated walking into their art are therefore important 

to this research. 

The oral histories of relatives were integral to the project and provided 

background information about the lives of Frances and Walter Mason. An 

interview also took place with Raymond Arnold, an artist who is intimately 

familiar with Tasmania’s landscape. His experiences and artwork add to the 

continuing dialogue on the significance of land and environment in 

Tasmania. 

A link is made between how we connect to wilderness and the wildness 

within ourselves. The success of Tasmania’s Wilderness areas as tourist 

destinations has meant that the relationship between nature and the visitor 

has changed. Elements of my installation work refer to this via structured 

experiences such as walking along duckboard paths that are facilitated with 

convenient and safe lookout points.  

In this investigation the importance of imagination and hope for personal 

and group advancement that inevitably drives those who migrate to new 
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lands is explored. Motivation for change can often stem from a burden of 

restlessness and discontent and is when many (as with my grandparents) 

are open to the allure of the unknown in the form of new opportunities as 

well as being tempted by the promise of exploring new lands. Cultural and 

psychological landscapes bear the marks of settlement, unsettle our 

emotions and reveal the palimpsest of cultural history.  

A focus has been on some of the similarities and differences between South 

Africa and Tasmania and the broader historical narratives that clearly 

demonstrate the ongoing significance of hope. Despite apartheid, during 

the darkest period in South African history, for example, Nelson Mandela 

always maintained hope for the future of his people.  

Artistic links across the southern hemisphere are discussed, as are colonial 

and contemporary artists in both South Africa and Tasmania who have 

viewed and interpreted the land in different ways and mediums. In 

Tasmania, Raymond Arnold and Peter Dombrovskis have chosen to seek 

out isolated places and in South Africa, Senzeni Marasela has responded to 

political events. In both places artists such as Tim Burns in Tasmania and 

David Goldblatt in South Africa continue to be concerned for the health of 

the environment.  

Rather than draw out romantic longings from viewers or to examine the 

plight of man pitted against nature in my artwork, my aim is to 

acknowledge direct experience and continual marking, and to alert viewers 

to the imminent danger of indifference and the consequent loss of that 

which sustains us physically, emotionally and, for some, spiritually. Feeling 

hopeful is a universal emotion that drives us all forward. 
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Chapter 1 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
L A N D, HOPE AND ALLURE 

Chapter 1 outlines the historical background and motivations behind this 

investigation, particularly circumstances surrounding my grandparents who 

were caught up in the push for land during the British colonial period. The 

aspirations of Walter and Frances Mason are pivotal, as in the early part of 

the twentieth century they migrated from South Africa to Tasmania, and in 

so doing established a familial link between the two colonial outposts. 

(Figs.1-3, p124). I was very young when they died and there is little 

surviving evidence relating to their time in South Africa and their apple 

orchard in Tasmania. However, my siblings and I do know that in 1902 and 

at the age of 16, Walter Mason travelled to South Africa from his birthplace 

in Essex, England. He followed his eldest brother to South Africa who was 

successful in grape farming. After two years on St Helena and a further six 

years in Cape Town my grandfather sailed for Tasmania in 1910 at the age 

of 24. My grandmother followed him in 1912. Grandfather had read 

descriptions of apple orchards and rivers and pictured Tasmania as a place 

where he could realise his dreams of owning his own property. He and my 

grandmother hoped for a better life in Tasmania. My grandparents’ story 

provided a stimulus and context for a broader investigation into what it 

means to feel and express hope.  

Hope and allure are described as the motivational forces that stimulated 

Walter Mason towards realising his desire for owning and working the land. 

Ideas relating to the acquisition of land, settling in new places and 



 5 

connecting to landscapes are discussed.  Also included here is an outline of 

some recent exhibitions linking nations across the southern hemisphere.  

For this investigation, then, hope is discussed as an important emotion 

when faced with an alluring opportunity. The allure and aesthetics of land 

are critical too for those migrating from one place to another. However, 

return journeys can be the result of misguided hope for some. 

Dr Maya Angalou, who is an author and educator as well as a civil-rights 

activist, once said that ‘hope keeps me alive’.1 She was referring to the 

difficulties that commonly crop up in life. Hope seems to be sustaining 

when making life-changing decisions that is evident in the lives of my 

grandparents. It is pertinent also to focus on hope when incarcerated and 

marginalised, as in the case of Nelson Mandela. Contemporary farmers too, 

such as my cousin Tim Parsons, express hope for the health of their land 

by implementing sustainable practices and care for their animals. Artists 

too, like Olegas Truchanas and Peter Dombrovskis, were unfailing in their 

hope for the protection of parts of Tasmania’s wilderness. Being hopeful, 

therefore, flows through human endeavour, providing a motivation for 

living.  

This research investigates the hopes and ideals of colonists, travellers, 

walkers, tourists, philosophers, artists and Frances and Walter Mason, 

hopes that are so often coupled with the allure of the natural world. To be 

driven by places and situations connects all aspects of the project as in the 

work of colonial artists who were intent on experiencing unknown places 

that they depicted through European eyes, those of the occupiers. 

Contemporary artists refer back to this early history which they re-

interpret, for example issues surrounding claims to land or apartheid. 

Artists respond to the philosophical attitudes of their time and the 

landscapes and societies in which they live. 

For Indigenous cultures the land has spiritual meaning but others seek out 

the spiritual and are often transformed by what they experience and/or 

see. Being able to connect to the world is accomplished by direct 

experience. As Edward Reed writes in The Necessity of Experience, 

‘primary experience consists simply of what we can see, feel, taste, hear 

                                                 
1
Dr Maya Angalou, ‘Dave Chappelle and Maya Angalou’, Iconoclasts, ABC2, 23/12/08 



 6 

and smell for ourselves’.2 John Dewey, who is a psychologist and 

philosopher, suggests too that, ‘The sense of relation between nature and 

man in some form has always been the actuating spirit of art.’3 More 

recently Jay Appleton writes of Dewey’s philosophy that it is process 

orientated rather than object orientated. Appleton picks up on Dewey, ‘The 

change of approach implicit in making experience the central theme was a 

prerequisite of further progress in understanding the aesthetic satisfaction 

which people find in their visible environment’4. Importantly these ideas 

have been explored by artists key to this research. For example in Andy 

Goldsworthy’s engagements with nature but also in David Goldblatt’s 

dissatisfaction seen in his photographs that expose commercial degradation 

of land. Engaging directly with nature is also evident in a performance by 

Joseph Beuys who instigated the sweeping of a forest. So artists such as 

these, and others, demonstrate that ‘Living and connecting to world’ is a 

fundamental condition, a condition that provides the armature for all 

aspects of this project. Frances and Walter Mason’s hope and experience 

are the catalyst. 

 

LAND 

Jay Appleton’s habitat theory was used to explain, 

…the relationship between the human observer and the perceived 
environment [that] is basically the same as the relationship of a creature to 
its habitat.5 

The search for arable land was a driving force during the colonial period 

and fundamental when exploring and settling Australia, partly because of 

the urgent need to feed a new colony as well as the opportunity for profit. 

Land was to be conquered, tamed and possessed. In other words, many 

places that were colonised had strategic importance and were suitable for 

the exploitation of resources providing opportunities for trade and the flow 

on effect of increasing power for European nations.  

While the cultural meaning of land for European governments, and their 

explorers travelling south, was for profit and settlement, this purpose was 

                                                 
2Edward S. Reed, The Necessity of Experience, Yale University Press, London, 1996, p158 
3Cited in Jay Appleton, The Experience of Landscape, revised edition, John Wiley & Sons, 
Chichester, 1996, p44, John Dewey, Experience and Nature, Allen & Unwen, London, 1958, 
pp338-339 
4Appleton, The Experience of Landscape, p52 
5Appleton, The Experience of Landscape, p63  
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in direct conflict with Indigenous cultures that were sustained by the land, 

but who also felt spiritual connections making them an intrinsic part of 

country.  

Engaging with nature leads to a way of living and connecting with the 

world in which hope and allure do not always need to play a major role but 

are important when discussing migration, for example, or the viewpoint of 

artists, when contemplating the health of the environment, social atrocities 

or changing political environments. The desire for owning land is motivated 

by the need for security and hope is strongest when creating order as part 

of the process of homemaking. The temptation of alluring landscapes fuels 

hope for moving forward.  

National Identity … would lose much of its ferocious enchantment without 
the mystique of a particular landscape tradition: its topography mapped, 
elaborated, and enriched as a homeland.6  

Landscape also describes a way of viewing the aesthetics of the land.  

Landscape is a kind of backcloth to the whole stage of human activity. 
Consequently we find it entering into the experience of many kinds of 
observer as it is encountered in many kinds of context. For some the chief 
interest lies in the explanation and interpretation of the landscape itself, 
natural or man-made; for others in the way we look at it. For some it is 
more meaningful when perceived through the medium of painting; for 
others it must be experienced directly.7 

Landscapes have an affect on mental and emotional states as for some 

they have spiritual significance. Because of this and because of the cultural 

traces that I have observed, Chapter 3, and part of the exhibition Land, 

Hope & Allure are both titled Cultural and Psychological Landscapes.8 

A brief outline of colonial history that originated in Europe is important in 

situating this project in the geographical region of the southern 

hemisphere. For colonial explorers and indeed their country discovering 

land to map and to claim was a prime focus. 

Land – its description, control and exploitation – was both the material and 
the ideological base of colonialism.9 

The drama of colonial history therefore, rides on the oceans that 

circumscribe and delineate the edges of the world’s landforms. The Atlantic 

and Indian Oceans that meet and collide around each corner of Southern 

                                                 
6Simon Schama, Landscape and Memory, Fontana Press, London, 1995, p15 
7Appleton, The Experience of Landscape, p2 
8‘They [teachers of Geography] borrowed from the Germans the phrase ‘Cultural Landscape’ 
by which they meant ‘the natural landscape as modified by man’.’ Jay Appleton, The 
Experience of Landscape, revised edition, John Wiley & Sons, Chichester, 1996, p2 
9Simon Featherstone, Postcolonial Cultures, Edinburgh University Press, Edinburgh, 2005, 
p201 
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Africa hug the Cape of Good Hope. The Atlantic Ocean brings the cold 

waters of the Benguela current northward to meet the warm current 

Agulhas from the tropics at the Indian Ocean. 

The Portuguese named this southerly point as the Cape of Good Hope after 

Bartolomeu Diaz sighted the land in 1488.10 Asia could now be reached by 

sea from Europe. In 1497 Vasco da Gama rounded the Cape and continued 

on to be the first to complete the journey to India. Both men erected 

limestone Padrones, to mark Portugal’s claim to this strategic spot. These 

white pillars authoritatively displayed Portugal’s coat of arms as well as 

their own names and the date they landed at the Cape. Colonial influence 

was to remain at Cape Point even though the Khoikhoi were said to have 

destroyed the stone Padrones as the ship sailed out of the bay.11 

Occupation and resistance surrounding land ownership were to continue. 

Definitive battle-lines for land ownership, which would be contested for 
most of the twentieth century, were drawn by the 1913 Land Act, when the 
white Union parliament determined that 87 per cent of South Africa would 
be white-owned and 13 per cent reserved for black (generally communal) 
ownership.12 

The British Empire expanded with the colonisation of Australia from 1788 

thereby connecting the northern and the southern hemisphere.  

Tasmania, at the most southern tip of Australia, featured on the maps of 

early explorers and played its role in colonial expansion. Hobart Town was 

settled in 1789 to become, after Port Jackson (and Norfolk Island), 

Australia’s third permanent European settlement. The eleven ships of the 

First Fleet restocked at Cape Town on their way to Australia, as did many 

subsequent vessels during the colonial period. However, there was strong 

resistance from the settlers in Cape Town to accommodate convicts 

there.13 As well as Nation building, personal advancement was possible 

during this period for both free settlers and reformed convicts alike. 

                                                 
10Diaz first named the Cape Cabo de Todos los Tormentos, the Cape of all Storms, but on his 
return to Portugal King Joao was so pleased with the discovery that he renamed it the Cape of 
Good Hope. Frank Welsh, A History of South Africa, Harper Collins, London, 2000, pp4-5 
11My cousin in South Africa informed me of this part of Cape Town’s colonial past in 2005 that 
is perhaps common knowledge shared amongst local residents. 
12Marion Arnold, Women and Art in South Africa, St. Martins Press, New York, 1996, p39  
13The proposed establishment of a penal system in South Africa in 1848 by Earle Grey, the 
British Secretary of State for the colonies, was met with strong opposition in Cape Town. 
Successful demonstrations by the public meant that the unfortunate convicts on board the 
Neptune were eventually sent on to Hobart. The Great Anti-Convict Demonstration painted by 
Thomas Bowler in 1850, depicts this important decision that was to determine the fate of 
those on board as well as determine the future development of Cape Town. Convicts 
continued to be sent to Australia, with their labour helping to develop the growing 
settlements. The painting also represents a link between the two British colonial outposts. 
Since the First Fleet anchored in Table Bay in 1786, there has been continuous movement 
between South Africa and Australia. Susan Hunt, Cape Town, Halfway to Sydney, 1788-1870: 
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There have been many references to the relationship between South Africa 

and Australia citing shared colonial values and experiences and land 

ownership has been the cause of most conflict.14  

Connections between the two countries continued as many South Africans 

were attracted to Australia during the Australian gold rushes of the 1850s. 

Traffic also flowed in the opposite direction when an Australian digger 

discovered gold in South Africa in 1886, and also during the depression of 

the 1890s many Australians headed west across the Indian Ocean in 

search of a better life. Significantly 5,000 Australian soldiers stayed in 

South Africa after the Boer War, while white South Africans were attracted 

to Australia when the Immigration Restriction Act of 1901 (White Australia 

Policy) was introduced to exclude non-white immigrants to Australia.15 

Australians and South Africans also formed bonds as they fought alongside 

each other during the First World War.16  

At the beginning of the twentieth century, my grandparents felt the allure 

of an island where they made a new home in Launceston, Tasmania. In 

2005 I felt the pull of the infamous Cape of Good Hope and made a journey 

of discovery of my own.  

Experiencing the landscape directly is one way of observing it and my visit 

to the Cape was filled with symbolic resonance as it stimulated me to think 

about connections and ideas linked to land and place. It was momentous to 

stand at the same spot where my grandparents had been and perhaps 

spent time discussing their new adventure. Allure seemed to hang over the 

horizon like an imagined dream. Hope at these times is an emotion aligned 

to motivation and the desire for something. It is the allure of the space 

beyond the horizon that is almost perceptible or even tangible that fills the 

heart with hope. In other words, by recognizing an allure there seems to 

be the possibility of hope being fulfilled.  

Both hope and allure were on my mind when I climbed to the ‘old’ 

lighthouse that looked out over the immense and seemingly sleeping body 

of water. Below was a relatively new lighthouse that had been built further 

                                                                                                                                 
Treasures from The Brenthurst Library Johannesburg, exhibition catalogue, Museum of 
Sydney, 2005, p5 
14James Jupp, ed., An Encyclopaedia of the Nation, Its People and Their Origins, Cambridge 
University Press, Cambridge, 2001, p688 
15The legislation was revoked in 1966. Stuart Macintyre, A Concise History of Australia, 
Cambridge University Press, Cambridge, 2004, p142 
16 Jupp, ed., An Encyclopaedia of the Nation, p688  
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down the cliff, one that avoided the cloth of cloud that covers the higher 

light. The actual tip of the Cape of Good Hope is quite small, and twists 

sideways to embrace a small white sandy beach. 

From this vantage point, visitors look out over the two massive expanses 

of water known as the Southern Atlantic and Indian Oceans that sway and 

pull all the way to Tasmania and the South Pole. It was a different feeling 

to facing north, looking back into the sun: that created the illusion of a 

silvery shroud upon the still water of False Bay. The perceived indifference 

of nature was symbolically reflected in the swell of the living expanse of 

ocean that relentlessly kicked against the steep rocks below. I began to 

imagine the distance in space between where I was standing and the 

profile of mountain ranges visible for miles in the distance to the southeast 

and the 6,000 miles to Australia. The air was warm and the smell of the 

sea was on the wind but if there had been a strong gale blowing the real 

capabilities of that notorious stretch of water would have been 

experienced. 

With my back to the sea I then walked amongst the Fynbos (fine bush) and 

enjoyed the winter blooms and delicate foliage that grows in exposed 

conditions. I might have been lucky enough to see Eland, Bontebok, Cape 

Grysbok, Red Hartebeest, Grey Rhebok, Cape Mountain Zebra, Rock Hyrax, 

Cape Grey Mongoose or Baboons. I did see a native Striped Mouse pick up 

crumbs. 

 

HOPE 

  
SPERANZA, HOPE 

 CESARE RIPA, ICONOLOGIA, PADUA 1611,  
GARLAND PUBLISHING, LONDON, 1976, P497 

 

“Hope” is the thing with feathers- 
 That perches in the soul- 
 And sings the tune without the words- 
 And never stops-at all- 

No254, Emily Dickinson, C186117 

                                                 
17J.R. Vitelli, An Amazing Sense, Selected Poems and Letters of Emily Dickinson, Popular 
Prakashan, Bombay, 1966, p18 
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Hope is associated with the first woman, Pandora, who in Greek mythology 

was given a gift by each of the Olympians that amounted to all the evils of 

the world, for example, greed, vanity, slander and envy. They were kept in 

a jar that Pandora unleashed upon humankind. Only hope (Elpis), remained 

to be called upon in times of despair. As in Christian belief, hope is one of 

the three spiritual virtues, Hope, Faith and Charity, and offers an 

alternative to hopelessness. 

Hope can be both specific in terms of hoping for something good and 

general when associated with the ideology of nations, for example. In this 

investigation it is suggested that hope is an emotion emerging out of 

reflection, when remembering and connecting to landscapes in particular; 

and is instrumental in imagining and effecting positive change, both 

personally and politically. Being mindful and hopeful is a way of trusting in 

the future.  
Hope is a culturally laden construct that assumes specific value 
orientations. Persons’ descriptions of hope tend to emphasize factors such 
as faith, individualism, accomplishment, positive outcome, success, and 
future.18 

In this work, the Cape of Good Hope is established as a metaphor for 

personal expressions of hope for change but also as a landscape that 

epitomises the power of allure.  In a contemporary sense, philosophers 

such as Raimond Gaita and artists, like Raymond Arnold, continue to reflect 

upon connections between one place and another focussing on the 

meaning of home and belonging. 

In his book The Principle of Hope, Ernst Bloch explores utopian vision, and 

writes that,  

Only far away from here does everything seem better.  

Social utopias contrasted the world of light with night, broadly pictured 
their land of light, with the sparkle of justice in which the man who is 
oppressed feels uplifted, and the man who goes without feels content.19  

But if they exist, social utopias’ inhabitants are beyond hoping and are 

finally at rest. Some feel this way when they have fulfilled their ambitions.  

Finding redemption for one’s sins can be a final hope when faced with 

death. 

                                                 
18C.R. Snyder, ed. Handbook of Hope, Theory, Measures & Applications, Academic Press, 
Florida, 200, p229 
19 Ernst Bloch, The Principle of Hope, vol.2, MIT Press, Cambridge, 1986, p475 
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The philosopher Francis Bacon, who died in 1626, once remarked upon the 

despondent feelings that can be experienced when remembering difficulties 

from the past and where being hopeful may seem pointless: 

But in hope there seems to be no use. For what avails that anticipation of 
good? If the good turns out less than you hope for, good though it is, yet 
because it is not so good, it seems to you more like a loss than a gain, by 
reason of the over-hope. If neither more nor less but so.20 

According to the contemporary British sculptor Antony Gormley, who 

seems to agree, that it is better to focus on the present rather than to 

hope for things in the future, to ‘dwell within what the mind is essentially 

attempting to escape from – the physical conditions of being’.21 Walter 

Mason certainly had to rise to different challenges when his idea of working 

the orchard did not go as planned. He had always wanted to be a farmer 

and his desire had been fuelled by newspaper advertisements in Cape 

Town that emphasised the sale of land suitable for fruit growing in northern 

Tasmania. He was hopeful, but the reality in finding that his land was 

actually inadequate, shattered his dreams to a certain extent. Having a 

large family meant that he had to adapt to change. 

Even though the future cannot be foreseen, it can be positively anticipated 

by being hopeful. In other words, hope is useful in dispelling the fear of the 

unknown ahead. It has been said that ‘Hope is the only active way to 

engage the future… historians believe that you can only know the future 

backwards’.22 Remembering past experience therefore provides a reference 

point from where to begin again. Hope is supportive when imagining new 

worlds and also when there is no alternative to change.  

According to family recollections grandfather did find life in Tasmania very 

different to what he imagined, such as his inability to support his family off 

the land, but it was perhaps the continuity of new objectives and 

associated hope that continued to sustain him psychologically. Hope seems 

to be present, not only when imagining and acting out life changing 

decisions, but also on a daily basis when facing and overcoming difficulties. 

Even though at times Walter Mason’s situation may have been more 

aligned to a loss of hope, we can see in Shakespeare in Measure for 

                                                 
20Francis Bacon cited in Robert Theobald, ‘Bacon’s Philosophy of Hope’, 
http://www.sirbacon.org/hope.htm, accessed 28/6/07 
21Antony Gormley, ‘Mud Upward’, Modern Painters, Spring 2003, p24 
22Richard Nelson, ‘Hope and Historical Consciousness’, Hope, Probing the Boundaries 
Conference 2005, www.inter-disciplinary.net/ptb/hope/hope.htm, accessed 27/01/07 
These inter-disciplinary conferences, supported by Mansfield College, Oxford, aim to explore 
contemporary definitions, meanings and expressions of hope. 
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Measure, ‘the miserable have no other medicine but only hope’23. This 

shows how hope can be coupled with negative feelings but offering an 

alternative to despair. However, if unchecked, continued suffering, 

disappointment and unfulfilled goals could prompt a dependence on hope 

that can only amount to emptiness. 

The philosopher Francis Bacon also wrote, ‘feed the imagination with the 

prospect of good’24, which is in keeping with the attitude of Nelson Mandela 

who never lost hope during the many years he spent in prison under the 

apartheid regime.  Familiar landscapes were important in helping him to 

remain positive that is evident in his description of seeing Table Mountain 

from the beach of his island prison, so close yet so far ‘as though one could 

almost reach out and grasp it’.25 The gap of ocean separated him physically 

but the dominant image of the Mountain became his metaphor for 

freedom, an image that nurtured and cultivated his belief in goodness and 

helped him to maintain hope. Mandela described what he saw, 

…we had the pleasures and distractions of such a panoramic tableau: we 
watched ships trawling, stately oil tankers moving slowly across the 
horizon; we saw gulls spearing fish from the sea and seals cavorting on the 
waves; we laughed at the colony of penguins, which resembled a brigade of 
clumsy, flat-footed soldiers; and we marvelled at the daily drama of the 
weather over Table Mountain, with its shifting canopy of clouds and sun.26 

In another context but making an enlightening comparison with the hope 

felt by those incarcerated in South Africa, the author Viktor Frankl 

described in his book, Man’s Search for Meaning, the experience of 

prisoners on a journey from Auschwitz to a concentration camp in Bavaria. 

The men marvelled at the snow-capped mountains of Salzburg and despite 

their predicament and loss of freedom they felt, ‘we were carried away by 

nature’s beauty’.27 This is an example of where a situation can seem 

hopeless but at the same time people can feel a re-kindling of hope when 

faced with the magnificence of nature.  

Those who feel and acknowledge continuity in this way, feel connected to 

the world. Raimond Gaita, Professor of Moral Philosophy at the Australian 

Catholic University in Melbourne, referred to the spiritual nature of hope,  

Hope is not shown in resolute expectations for this or for that, it is shown in 
the way those who are challenged keep faith with the world.28 

                                                 
23William Shapespeare, ‘Measure for Measure’, III.i.2, in W.J. Craig, ed., The Complete Works 
of William Shakespeare, Oxford University Press, London, 1957, p83  
24Francis Bacon cited in Robert Theobald, ‘Bacon’s Philosophy of Hope’ 
25Nelson Mandela, Long Walk to Freedom, Abacus, London, 1995, p553 
26Mandela, Long Walk to Freedom, p553 
27Viktor Frankl, Man’s Search for Meaning, Beacon, Boston, 1984, p59 
28Raimond Gaita, The Age A2, Saturday, December 31, 2005, p14 
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Walter continued to explore many ways to gain sustenance from the land 

in his efforts to move forward. Taking a walk and being immersed in the 

complexity of nature is an important way for me to  ‘keep faith with the 

world’.  

The notion of keeping faith is also important to Simon Schama who 

referred to landscape and memory as a ‘journey through spaces and 

places, eyes wide open, that may help us keep faith with a future on this 

tough, lovely old planet’.29 Often, when feeling despondent, connection to a 

particular landscape cannot only provide sustenance but also stimulate 

thoughts of new possibilities.  

Hope is a universal emotion, albeit clothed in cultural variations that may 

be expressed in different ways but nevertheless, derived from inner 

feelings and responses to surroundings.  

 

ALLURE 

It seems so natural to man to cross the limits of space with his imagination, 
to sense a something beyond the horizon where the sea meets the sky, 
that even in the age when the earth was still regarded as a flat disc or one 
which was only slightly concave on the surface, people could be led to 
believe that beyond the cordon formed by the Homeric ocean there was 
another dwelling for mankind, another oecumene, just like the Lokaloka of 
Indian myth a ring of mountains which is supposed to lie beyond the 
seventh sea.30  

The allure of the south stems from the time of exploration when the 

great southern lands were being mapped. The combined feelings of 

allure and fear of unknown and imagined places, were elaborated by 

David Fausett throughout his book Writing the New World, Imaginary 

Voyages and Utopias of the Great Southern Land31. The author explains 

the results of half-truths that develop into tall stories that become 

myth. Our progression and the many layers of human life are often 

revealed through literature and art where material and mythological 

evidence from the past is examined and then re-interpreted for future 

generations to enjoy. A physical or insightful allure can re-kindle 

anticipation and hope. 

                                                 
29Schama, Landscape and Memory, p19 
30 A.V. Humboldt, cited in Bloch, The Principle of Hope, p746 
31David Fausett, Writing the New World, Imaginary Voyages and Utopias of the Great Southern 
Land, Syracuse Universitty Press, New York,1993 
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Allure is an elusive concept but in this exegesis I have aligned it with 

imagination and hope enveloped within the context of specific landscapes.  

Just as hope is motivated by its opposite - restlessness, discontent or the 

desperation associated with incarceration, allure too has an insidious 

nuance. Alluring qualities can suggest an undercurrent of indulgence or 

even a trap. For example, when succumbing to the allure of a mountain 

that persuades with the offer of pleasures and rewards, dangers may also 

be encountered. In other words, the awe-inspiring mountain can both 

charm and ensnare at the same time. This has been recognised since 

antiquity as: 

The Greeks placed almost all their fabled carefree regions next to equally 
terrible ones. Monsters lurk in front of fragrant groves, there are dangerous 
waters around the island of the Phaeacians and that of the Blest. … The 
crafty Phoenicians made powerful use of the terror of the Atlantic, so that 
foreign traders were deterred from travelling to the English tin-mines.32  

The alluring rim of the cliff can lead us into danger, for example, but the 

reward is that from the edge, the sharp rocks and swell of the ocean below 

can be encountered and experienced. 

Table Mountain in Cape Town and Mount Wellington in Hobart are well 

known for their allure and are places on which imaginative thoughts and 

hope have been focussed, as on steady and dependable rock. Both Cape 

Town and Hobart stand with their backs against rocky expanses of 

mountain to face the water and docking places where, during the 

eighteenth and nineteenth centuries, the masts of colonial ships 

proliferated. They continue today to witness port activity but with different 

agendas. Both mountains were unforgettable symbols of homelands for 

Frances and Walter Mason and as such were important in locating and 

defining their sense of place, and it was colonial idealism that informed 

their consciousness. Each mountain provided them with an allure that 

represented new hope when moving from one country to another. They 

identified with the landscape as they formed their new identities.  

The two mountains create geographical divisions between coastal strip and 

inland wilderness and it is tempting to be drawn by the allure of unknown 

spaces that are out of sight.  

It is easy to wish we were far away from a bad place. But the road out of it 
is less obvious, it must first be laid. The level terrain which stretches away 
on all sides is just as difficult for the right path as the mountainous terrain 
which blocks it off externally.33  

                                                 
32Bloch, The Principle of Hope, p756 
33Bloch, The Principle of Hope, p746 
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Even on a gentle journey, a gleam appears and lures us on, a gleam which 
certainly did not lie on the familiar road or is merely for inspection. All 
previous values in life are changed by discovery, at least for the traveller, 
and then for the group or the country which sends him out.34 

This describes the spell of allure alongside the ubiquitous emotion of hope 

that results in exploration and discovery. For several of my ancestors, 

travelling to the dominions certainly offered hope and alluring opportunities 

to re-invent themselves.  

Succumbing to the allure of a far away country and making a commitment 

to relocate, involved considerable risk. It was natural then that my 

grandparents would counterbalance the temptation of this with the 

sustaining emotion of hope. In other words, the allure of land for sale was 

attractive but at the same time the outcome was unpredictable. 

Maintaining hope, or expecting the best consequence, offered the required 

consolation. 

However, while the drama of exploration and discovery during the colonial 

period was partly motivated by hope and allure, settlement did result in 

dislocation and marginalisation, and hence the loss of hope, for many 

people within Indigenous cultures.  

 

MATERNAL HISTORY  

The material here provides background information that establishes the 

extent and depth of family connections between South Africa and 

Tasmania. The Lawton family, my maternal ancestors, have a long 

connection with Cape Town. Joseph Lawton was one who emigrated from 

Britain to South Africa as a skilled craftsman in the early 1800s and 

became a well-established Cape Town coppersmith.35 

Several British copper-smiths emigrated to the Cape during the first quarter 
of the 19th century and there can be no doubt that they exerted a 
considerable influence on the trade through-out the Cape, particularly the 
Lawton family which made a wide variety of household utensils as well as 
brandy stills. Some of these articles exhibited shapes which as far as could 
be ascertained had never occurred at the Cape before, and to judge by the 
number of extant pieces bearing their mark, they must have produced 
enormous quantities of copper and brassware.36 

                                                 
34Bloch, The Principle of Hope, p749 
35Marius Le Roux, The Cape Coppersmith, Stellenbosch Museum, Stellenbosch, 1982,  
pp100-105 
36Le Roux, The Cape Coppersmith, p36 
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AN EXAMPLE OF JOSEPH LAWTON’S SIGNATURE AND THE  
LAWTON COMMERCIAL MARK 

Examples of Lawton copper, (Fig.4, p125), can be seen in the Stellenbosch 

Museum, Groote Constantia Manor House, Groote Schurr Estate and the 

South African Museum and Planetarium.  

My grandmother, Frances Annie was born on the 13th July 1888 in Cape 

Town to Johanna Frances Rogers (nee Lawton) and Thomas Rogers. 

Frances Annie’s grandmother was a Rossouw, a well-known Huguenot 

surname, and it is possible that her forebears were part of the French 

Huguenot settlers who sought refuge in South Africa from Holland in or 

after 1689.37 

On the death of his wife, sometime in 1888, not long after Frances Annie’s 

birth, Thomas Rogers returned to England and left his daughter in Cape 

Town with her aunt and uncle, who adopted her. Amongst the things he 

left for her was a tea box, which was then already over 200 years old and 

made of South African Stinkwood and Batavian Padouk. The box remains in 

our family today.38 (Fig.5, p125) When my mother inherited the box in 

1956, she found inside significant material evidence of her ancestors in the 

form of glass photographic slides. They were photographs of Johanna 

Francina Lawton (nee Rossouw) and Benjamin Theophilus Lawton. There 

was also a birthday book and a piece of paper on which was written - ‘This 

box was given to your Grandmama Rogers by her Grandma in 1857 and 

had belonged to her great Grandma. It is over 200 years old.’ My mother 

added, ‘From Daisy Gordon nee Rogers to my mother Frances Annie 

Mason. Brought Back from South Africa by mother in 1934. Lulu Piggott.’ 

                                                 
37Huguenot Society of South Africa, www.geocities.com/hugenoteblad/hist-hug, accessed 
17/10/07 
38Tea was an expensive and valuable commodity and therefore locked in a tea chest and was 
therefore a status symbol connoting privilege. 
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Alta Kriel, the curator of the collection at the stately home of Groote Schurr 

in Cape Town, (Fig.6, p125), that is under the banner of the South African 

Cultural History Museum, compared my photo of the tea box with a similar 

example in Pretoria at the official residence of the Governor General, once 

known as Libertas and now called MWamba Ndlovce. I also showed her a 

drawing of the Groote Schurr homestead by well-known South African 

artist, Hugo Naude that had belonged to my grandmother.39 This drawing 

of the Dutch style building that grandmother gave to her daughter Lulu, 

was ever present during my childhood and provided evidence of a link with 

South Africa but also lured me to find out more about our South African 

heritage.40 

My grandmother met my grandfather, Walter Mason, in Cape Town several 

years after his arrival at the Cape in 1904. He came from a line of corn 

merchants and farmers in England. 

 

PATERNAL HISTORY 

The man who has lost his way stands between the permanent wish and the 
impermanent or elusive path. But the danger in which the traveller is 
placed by losing his way, the danger of death, is sparked out of the 
darkness, the march there is decidedly away from the comfort of our bed.41  

Walter Mason left a rural existence in an expanding town just north of 

London for South Africa in the early years of the twentieth century. Two of 

his brothers had already left home to try their luck in the colonies. Possible 

reasons behind the Mason brothers’ departure from England can be 

suggested from the history of London during the reign of Queen Victoria. 

London had developed at a great rate during the nineteenth century. It 

was a time of imperial greatness but also paradoxically an era when there 

was a callous disregard for many who were without employment and 

security. 

By the mid 1840s London had become known as the greatest city on earth, 
the capital of empire, the centre of international trade and finance, a vast 
world market into which the world poured. Historian Henry Jephson, 
considered this megalopolis in other terms. ‘It is to be said that there is 
none in the history of London in which less regard was shown for the 
conditions of the great mass of the inhabitants of the metropolis.42 

                                                 
39The only thing I remember my grandmother bringing back from South Africa was an array of 
coins and in particular tiny 10 cent coins. 
40In the famous library at Groote Schurr I was shown a copy of The History of Africa, dated 
1556. It recorded colonial history at the Cape. The museum has an expansive collection of 
literature and books on the history of South Africa.  
41Bloch, The Principle of Hope, p746 
42Peter Ackroyd, London: The Biography, Vintage, London, 2000, p573 
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So by the time my grandfather was born, alongside England’s growing 

wealth and importance, London’s poor grew at an alarming rate, 

In London, of all cities, they [the poor] are literally degraded, stripped of all 
human decency by the operations of a city that has no other purpose 
except greed. That is why the poor were ‘abject’ in the streets of 19th 
century London and, as the city increased in power and magnitude, so did 
the numbers of the poor increase.43 

Early in the nineteenth century, however, many charitable organizations 

were set up by the wealthy in Tottenham where he lived. They included 

‘clothing and savings clubs, a charity for lying-in women, a temperance 

society, several libraries and a Society for the Encouragement of 

Industry.’44 

Even though little is known of the Mason family’s situation in London, it has 

been said that they were not poor, but there were many children, and 

encroaching suburbs meant that land was not available to them. The 

children were born not far from London in Edmonton or Tottenham, 

Middlesex. By the time the first Mason brother left England in the 1890s, 

the population of Tottenham had risen steadily and by 1891 boasted 

71,343 people making the district one of the fastest growing in the 

country.  

Land was surely now scarce in their home district with such advancing 

populations and associated suburbanisation. However, working the land is 

said to have been important to all the Mason brothers who had gained 

experience with their father, a successful seed merchant. The Mason family 

also owned a property in Essex where the father grew grapes. Possibly 

armed with a sense of adventure and hope for independence and the 

alluring prospect of being able to purchase affordable land in the colonies, 

the Mason brothers looked outside the limits of home for future 

possibilities. Ralph Mason established a banana plantation in Jamaica and 

William a table grape farm at Constantia in Cape Town. Walter eventually 

followed his elder brother William to South Africa in 1902. But he first 

worked on the isolated British island of St Helena where he stayed for two 

years, working as a Morse code operator with the Eastern Cable Company. 

He later worked on William’s property. Jack was the only brother to remain 

in Britain where he also continued to farm. In 1954 when my mother met 

                                                 
43Ackroyd, London: The Biography, p600 
44J. Pollock, ‘Tottenham 1800 – 1850’, Edmonton Hundred Historical Society Occasional Paper 
No.29, 1974, reprinted in Tottenham Revisited, Edmonton Hundred Historical Society 
Occasional Papers Reprinted, No.63, 2006, p18 
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Jack he had retired and his children had taken over his green houses near 

Dunmow Essex where they cultivated flowers for Covent Garden market.45 

I visited Tottenham in 2007 to search for evidence relating to my 

grandfather’s background and to gain a sense of the place where he was 

born. In the graveyard of the medieval church of All Hallows’ Tottenham, 

there was a sense of the history of the many generations who had lived in 

the district and therefore the significance of the Mason brothers’ decision to 

move away from their heritage to new lands in new countries. 

 

WILLIAM MASON’S PROPERTY, CONSTANTIA, CAPE TOWN  

There was no evidence to confirm that Walter Mason owned land of his own 

in South Africa. It is likely that he worked on his brother William Mason’s 

property in Cape Town. My hope was to find the location of William’s farm, 

named The Croft, amidst the wine-growing region of Constantia. An article 

in a 1949 Cape Times newspaper with the title, Constantia Grapes are 

Dollar-Earners this Year46, attests to the fact that William had achieved his 

hope of a successful life on the land in South Africa.  The newspaper article 

featured William Mason and his family; their rows of table grape vines and 

packing shed set against the backdrop of Table Mountain. The captions 

read, 

As dusk gathers, the sun-drenched vines stir gently in the breeze. Shadows 
fall across the face of the mountain the grapes are burnished by the rays of 
the setting sun, and the pickers’ long day of toil is over. 

 
The ‘Oubaas’, 74 years young, strolled up the dusty path to survey his 
domain. The rows of eight-foot high, English-style trellis provide one of the 
distinctive features of his farm. Mr. Mason’s parents grew grapes in this 
style during his boyhood in Essex, and since then the road of achievement 
has been long and uphill like the one behind him. ‘All’s right with the world 
to-day, son,’ murmured Mr. Mason, as he peered keenly at the crop.47 

 

From the old panoramic pictures, aerial photographs and an historic map I 

was able to roughly locate the area amidst the new housing estate that is 

now there, however I compared the orientation of the Mountain in the 

picture with a site nearby, (Fig.7, p126). 

William’s parcel of land was purchased (date unknown) from a large 

property named The Sillery that had been subdivided in 1880. Whilst the 

                                                 
45Elizabeth Liew, Mason family research, 2006 
46Cape Times Weekend Magazine, March 12, 1949, npn 
47Cape Times Weekend Magazine, March 12, 1949, npn  
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land is now part of a housing development there is a Croft Road lined with 

trees, which commemorates this earlier history. The Sillery farmhouse and 

out buildings are still there today. It was compelling to explore this 

beautiful area where my grandfather and his brother had been. My 

photographs, the Croft Series, (Figs.51-53, p152), commemorate the 

Masons at the Croft. The images capture the attraction in remaining 

fragments of a time past, a place from where Walter may have felt the 

alluring prospect of life on his own vineyard. He may have discussed with 

his brother the advertisement he had seen in a newspaper and his 

intention to migrate to Tasmania.48  

 

 

LIFE IN TASMANIA 

It must have been frustrating for Walter to leave England only to miss out 

on land in South Africa. The land he saw for sale in Tasmania was on the 

West Tamar River near Launceston and supposedly capable of producing 

fruit for export. However, the opposite proved to be the case.49  

My grandparents were married in Launceston very soon after 

grandmother’s arrival in Hobart in 1912. Frances recalled how she had felt 

reassured when she saw Mt Wellington from the ship as it sailed up the 

Derwent because it reminded her of Table Mountain in Cape Town.50 

My mother often spoke of her father’s attachment to an apple orchard and 

the sadness associated with its failure. Unable to support his growing 

family Walter eventually became an insurance salesman. His hope to be a 

farmer was compromised but he demonstrated his resourcefulness.  

Some time in the early 1920s my grandparents moved from the north of 

Tasmania to Hobart. They had six children, three boys and three girls. My 

mother, Kathleen Lulu, was the eldest. 

Francis Mason made only two holiday visits to see her family in South 

Africa. In 1955 she contemplated the changes that had taken place in her 

old country and wrote to my mother, ‘I feel quite confident the younger 

                                                 
48Family History, Elizabeth Liew 
49Marie Gatenby, Tasmania, 2005  
50Evidence recorded by my mother 
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generation will seek living in happier lands before very long, it is very very 

sad’. She was coming to terms with crime and racial unrest. She wrote that 

[white] South Africans were ‘disloyal in wanting to separate from England’ 

and, in the same letter, ‘the downfall of the white people here is love of 

diamonds’. Finally and poignantly, ‘I feel ashamed to have ever been South 

African’.51 These comments reveal her attitude and identity as a white 

(British) South African as well as her satisfaction in having moved to 

Tasmania. 

Later in his life Walter continued to turn the soil in his garden, to milk cows 

and keep bees. Being eternally hopeful he also built two houses. 

   
WALTER MASON WORKING ON THE BLACKMANS BAY HOUSE, ABOVE, AND THE FINISHED HOUSE, BELOW 

 

 

He holidayed in Great Britain in 1962, when this photograph was taken of 

him standing at Lands End, (p23). He made his own circular journey back 

to where he had come from on the other side of the world. I assume that 

for the sake of the photograph he has placed the letters on the sign to read 

Blackmans Bay Tasmania, 12012 miles. Walter is acknowledging his pride 

                                                 
51Frances Annie Mason, to Kathleen Lulu Piggott, 28/03/1955, family collection  
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and connection to Tasmania that is often described as ‘the end of the 

world’. He died in 1963. 

 
WALTER MASON AT LANDS END, 
GREAT BRITAIN, 1952 

What is important is that my grandfather passed down to his sons a love of 

farming. Philip Mason farmed in the Hamilton district in the Derwent Valley. 

He was a soldier settler and my mother, Lulu Piggott, visited her eldest 

brother’s property often (Fig.8, p126). They had a close bond through their 

interest in nature that is evident in their efforts to try and save the Spotted 

Pardalote from extinction. When Philip was dying he whispered in his 

sister’s ear, ‘remember the Pardalotes’, a memory from their childhood. My 

mother and both her farming brothers were involved in conservation. Their 

common interest perhaps derived from a shared joy of walking in the bush 

that began when they were children. My mother was always active in 

environmental issues. 

 
PHILIP AND LULU MASON 
HOBART, CIRCA 1920 

It was my mother’s love of nature that influenced me as her father’s love 

of the land had influenced her and her brothers. My mother Lulu had a 

passion for Tasmania’s wilderness areas and rallied against the exploitation 

and destruction of the environment. During the 1970s she worked with the 

Wilderness Society to help prevent the damming of Lake Pedder, and later 
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became involved in the campaign to protect the Franklin River. She also 

supported the push to establish ‘seed banks’. My mother wrote poetry that 

was published in a volume of Tasmanian women writers52, which captured 

the essence of life on the land and her love for Tasmania’s Wilderness. 

(The principal threats to the Wilderness at that time came from the 

hydroelectric schemes being built in the west and the logging of Tasmania’s 

forests.) My mother’s interests also included Tasmania’s early history and I 

remember her trying to come to terms with the fate of the Tasmanian 

Aborigines.53 

Just as I have dealt with the uncomfortable dualities evident within my 

South African heritage I have also experienced the friction between the 

opposing attitudes of both my parents. My father came from a Liberal 

perspective and enthusiastically worked towards industrial ‘progress’ in 

Tasmania. I respected his enthusiasm and ability to act on his ideas. He 

was a practical man who advocated the State’s need to support itself. Our 

views differed but in 1970 he took me in a light aeroplane to Lake Pedder, 

where we landed on the famous beach (Figs.63-69, pp162-165). He 

understood my longing at that time to live off the land, and the passion 

surrounding Green politics. I was overcome by what I saw, not only by the 

lie of the land as we descended to the beach, but by the shallow, still and 

silent water enclosed by strangely dark and rugged mountains. I felt then 

that this was a unique and special place. I was sorry that we had only just 

enough time to take a few photographs, stroll along the beach and eat 

lunch, as this would be the last time I would see Lake Pedder in its natural 

state. Even though so short, it is an experience I will never forget. The 

impending loss of the lake only emphasised for me, how specific 

landscapes can be a source of hope.  

TIM AND JANE PARSONS 
FARMING IN THE DERWENT VALLEY 

As part of this research I collaborated with my second cousin Tim Parsons 

who is a descendant of farmers on both maternal and paternal sides of his 

family. He too farms in the Hamilton district (Figs.9-10, p127). According 

to Tim his paternal grandfather was part of an empire and a pioneer who 

                                                 
52Versions First, Women’s Writing, Iris Labrys Press, Hobart, 1987 
53One of the books she gave me dealt with a now controversial perspective of the history of 
Tasmania’s supposedly last aborigine Trucanini. Vivienne Rae Ellis, Trucanini Queen or 
Traitor?, O.B.M. Publishing Company, Hobart, 1976.  Henry Reynolds in The Fate of a Free 
People, Penguin, Melbourne, 2004, p.140, questions previous historian’s findings, including 
Vivienne Rae Ellis, in giving little credit to Trugernanna. See also Lyndall Ryan, The Aboriginal 
Tasmanians, Allen and Unwin, St. Leonards, 1996 on the revision of that history. 
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was considered a ‘front runner’ in his day, implementing new ideas in 

agriculture. He had the advantage of family continuity on the land as well 

as owning good land in the fertile valley. However, his grandfather’s 

methods of farming were essentially traditional, that is, clearing and 

ploughing the land as well as using a high input of fertilizers. John Parsons, 

Tim’s father, farmed in the same way, clearing away further areas of scrub 

and bush to make way for pasture. Tim confirmed that these two 

generations ‘rode on the sheep’s back’ and ‘they earned a lot of income at 

the expense of the environment’.54 

By comparison, Philip Mason, Tim’s maternal grandfather, was granted, 

according to Tim, ‘a square of dirt hacked off a big empire’. He was new to 

farming and the location at Hamilton in Tasmania. Geology and climate 

were all against him so that he could only run sheep. However, in the good 

years his merino fleeces brought high prices. Philip Mason tried to grow 

poppies and lucerne crops as well as trees but without much success. The 

property was fundamentally comprised of stone and rock and was without 

adequate rainfall in an area extremely tough to farm. Tim remembers his 

grandfather’s gnarled hands that he saw as a metaphor for his 

grandfather’s hard work and all the problems associated with farming such 

difficult country. Tim was to play his part in changing the way of farming 

practised by previous generations. 

Tim’s parents, Sue and John Parsons, established a Visitor Centre in 1988, 

on their farm at Hamilton, that soon became a successful tourism 

enterprise. Tim and his wife Jane now run the Centre and they organise a 

range of activities including the hire of the venue for weddings and events. 

The Visitor Centre has given Tim and Jane a secure financial footing in 

times when the traditional way of farming on a small holding of 750 acres 

could no longer support their family. 

Tourists are initially attracted to the farm by the opportunity to see the 

sheep dogs at work and a sheep being shorn. But Tim and Jane’s main aim 

is to inform tourists and the local farming community about land care and 

sustainable land management practices.55  

                                                 
54Tim Parsons, interview with author, 2/02/04 
55Tim Parsons, interview with author, 2/02/04 
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I developed the artwork, Hope Walk, discussed in further detail in Chapter 

6 and Appendix 1, with the aim of enhancing the experience for tourists 

who visit the farm.  

 

ARTISTIC LINKS ACROSS THE SOUTHERN HEMISPHERE 

As we have seen, during the history of discovery and exploration of 

Australia and South Africa links have been forged across the south.  

A simpler dream of navigation appears in a more corporeal form, the 
southern one. Like migratory birds, coming from the colder countries, it is 
directed towards the sun. The east too was always simultaneously 
conceived in terms of the most favourable latitude, as much midday sun, 
much summer. And the further south it was, the more unexpectedly Italian, 
Arabian lustre seemed to increase. The climatic torment of the tropics was 
well-known of course, but it did not have a deterrent effect; because it was 
mitigated by distance or the brief astonished visit. It was not known, 
however, that the cold increases again in the southern hemisphere too. But 
this remained undiscovered at least until Magellan had penetrated south 
into the vicinity of the stormily icy Cape Horn. Nevertheless, the inclination 
towards increasing warmth and light, which is so deeply ingrained in human 
nature, persisted, that inclination towards a profane Eden so to speak, 
requiring no faith. And not even the driving magical additive was wholly 
lacking: the seat of the source of life in general was presumed to lie in the 
south, which knows the early spring earlier and from which the summer 
approaches.56  

 

In the past, artists too have taken part in journeys of exploration, 

recording events leading up to and during invasion and settlement.  

Academics in Melbourne were recently discussing possible contemporary 

artistic connections that could be made with other countries across our 

latitude and are hopeful in continuing to forge these links within our region. 

Kevin Murray, Director of Craft Victoria, initiated an artistic exchange 

programme called the South Project to try to establish a ‘southern 

identity’. Murray explained: 

The ‘south’ is a curious proposition. How do you give meaning to what is 
merely a direction? And unlike the ‘north’, which is inscribed with Nordic 
sagas and European romanticism, the south seems a relatively blank slate. 
Any ‘project’ that seeks to realise the ‘idea of south’ seems more about 
inventing a new identity than uncovering a lost one.57 

A similar questioning of identity occurred when the artist and critic Nikos 

Papastergiadis opened an exhibition of South African art asking ‘When we 

look outside of our cultural space, in which direction do we look?’58 Both 

Papastergiadis and Murray claim that Australia continues to focus on 

                                                 
56Ernst Bloch, The Principle of Hope, volume two, translated by Neville Plaice, Stephen Plaice 
and Paul Knight, The MIT Press, Cambridge, 1995, p777 
57The South Project is a five year project running from 2004-2009. Kevin Murray, 
www.southproject.org/About, accessed 30/07/2006 
58Nikos Papastergiadis, Intersections: South African Art from the BHP Billiton Collection, 
exhibition catalogue, RMIT University, 2002, p15 
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connections with the northern hemisphere. As discussed above, Cape Town 

was a halfway stopping place along colonial trade routes during expansion. 

Even though Australia, South Africa and Asia are situated in the same 

region and have a long history of connections, Papastergiadis said that 

direct flights to South Africa and Asia are relatively recent. He typifies the 

south as ‘post-colonial societies struggling to reconcile indigenous diasporic 

and settler social claims’.59 These ‘claims’ for land have shaped our cultural 

histories. Papastergiadis discussed the issues and influences that exist 

within our common histories arguing that, 

In the era of globalisation, mixture is seen as both curse and cure, 
politicians will lightly speak its name, multinational corporations desperately 
diversify their recruits to ensure that they can speak the language of every 
market, and tourists carefully tread along the signposted paths.60 

The idea of the South Project was to bring together artists, historians and 

cultural theorists from the southern regions of the world to discuss the 

inherent importance of our common latitude. All those present at the South 

1 Conference in Melbourne in 2004 were encouraged to look sideways 

within their own region. Mbulelo Vizikhungo Mzamane, from South Africa, 

gave the keynote address titled ‘Beyond Mythification: Constituting a 

Southern Identity’. He called on the artists and cultural workers present to 

reactivate the creative energies of the South. Mzamane’s message of hope 

reminds us that, 

The past is prologue; the best is yet to come. 
You are the people of the rainbow 
You hold the future in your palms 
You hold the land of Gondwana in your hands 
Be delicately purposeful in your touch 
Look closely at the road map etched in your palms 
Your palmistry is chemistry that blends us together 
Symphony of southern fruits 
Rapturous, rhapsodic, lyrical 
Music of promise, delight, security and serenity 
Let your voices rise together in Harmony 
Against the threat of the dark music 
Sing me a song of family safety and wholeness 
Your warm lucence is a poultice 
You are the loadstone and lighthouse to seafarers 
I see your face light up like the break of dawn 
And know we are beginning this day with hope 
Teach me again to spot the morning star 
And the Southern Cross 
Teach me again to brew a rainbow61 

Just as Mzamane’s words encourage us to look forward they also serve to 

remind us that ultimately hope springs from the desire to heal old wounds 
                                                 
59Papastergiadis, Intersections: p15 
60Papastergiadis, Intersections: p17 
61Mbulelo Vizikhungo Mzamane, ‘Beyond Mythification: Constituting a Southern Identity’, 
Keynote address, South 1 Conference, University of Melbourne, 1-4 July 2004 
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and to make meaningful connections and links with others. Integral to this 

process is the desire for some to journey freely beyond known horizons, 

gaining knowledge and experience while passionately endeavouring to 

protect and connect to the world we live in and love. 
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F E E L I N G    C O N N E C T E D 

Tasmania is a beacon in a largely artificial world
1
 

The island state of Tasmania is rich in geographical and cultural allure. Its 

land/landscape has been the object of hope for many, including my 

grandparents, as well as bearing witness to the loss of hope for others, 

especially indigenous Tasmanians. Tasmania is well known both for its 

pristine wilderness and traditional English farming practices. The landscape 

is diverse yet conveniently contained, with many once remote areas now 

easily accessible by road. 

Because Tasmania is an island, many residents and visitors focus their 

attention on the State as a means of escape. Thus Tasmania can be 

regarded as a last frontier far away from a fast and ‘artificial’ world. This is 

of course paradoxical, given the fact that the first white settlers were 

exiled to Van Diemen’s Land and outlying islands as punishment. It seems 

that a difficult and arduous time alone in isolation, separated from 

civilisation and ‘ordinary’ life, was expected to encourage redemption and 

foster humility. William Smith O’Brien, an Irish political prisoner who was 

exiled on Maria Island, off the East Coast of Tasmania, and later 

incarcerated at Port Arthur, wrote in his journal of his discomfort, 

The system of petty persecution which I have been led to expect has 

commenced. Today the superintendent communicated to me that he had 

received instructions to direct that none of the officers should hold 

                                            
1
Olegas Truchanas in (Scott Millwood, writer/director), Wildness, ABC TV documentary, 56 

minutes, 2003 
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communication with me and that I was not allowed to enter the houses of 

any of them. This practically amounts to a sentence of solitary confinement 

as there are no inhabitants in the island except officials and criminals of the 

most degraded class.
2
 

William Smith O’Brien observed the irony of the torture of being imprisoned 

and alone in one of the most beautiful places he had ever seen: 

…to find a gaol in one of the loveliest spots formed by the hand of nature in 

one of her loneliest solitudes creates a revulsion of feeling which I cannot 

describe but of which your imagination and sympathy will make you 

conscious.3 

To be denied freedom stirs up discontent. It seems to be freedom of 

choice, or the lack of it, that shapes and moulds attitudes, desires, fears 

and hopes. 

Many adventurers have listened to the ‘wildness’ in themselves and been 

drawn to seemingly undiscovered places. A new migrant to Tasmania and 

an exile from war-torn Europe, Olegas Truchanas, found himself working 

for the Hydro-Electric Commission building dams while in his own time 

exploring and photographing the same country of the State’s southwest. 

His employer was planning to build dams in the country that he hoped he 

could save by inspiring others with his photographs. Truchanas held slide 

evenings and visited schools, societies and private homes to share his 

knowledge of the South West.4 

Peter Dombrovskis was another migrant to Tasmania who found solace in 

the vast, untouched and challenging country known as the Tasmanian 

Wilderness. He once explained that he would go out into the wilderness to 

get in touch with the land and himself. ‘When you go out there you don’t 

get away from it all, you get back to it all. You come home to what’s 

important. You come home to yourself.’5  

I have always felt connected in some way to the land, and indeed the 

landscape, because of growing up in Tasmania. It is a conscious feeling of 

wanting to be part of nature rather than feeling separate from or 

indifferent to it. Inhibiting this connection is a sense of uncertainty as well. 

After all, people do die in the remote regions of Tasmania; the weather is 

                                            
2William Smith O’Brien, journal entry November 8th, 1849, To Solitude Consigned, The 

Tasmanian Journal of William Smith O’Brien 1849-1853, original held at Maria Island Museum, 
Tasmania 
3
Michael A. Ludeke, Tasmania’s Maria Island: A Comprehensive History and Visitors Guide, 

Ludeke Publishing, Hobart, 2001, pp54–55 
4Max Angus, The World of Olegas Truchanas, Melva Truchanas, Hobart, 1975, p34 
5
Olegegas Truchanas & Scott Millwood, ‘The Making of Wildness’, Island Magazine, vol.93/94, 

2003, p17 
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unpredictable, every snake is venomous, horizontal wood camouflages 

great holes—not to mention the possibility of becoming lost. However, 

mixed feelings draw me back and drive me away over and over again. This 

feels like a driving force that both ignores and accepts the possibility of 

danger but also the effects of island isolation. 

Growing up in Tasmania allowed the opportunity to play and explore along 

the creek, in the bush and at the beach near Hobart. Stimulated by Nan 

Chauncy’s bush stories for children and by her own seclusion, my cousin 

remembers wanting and believing that she would find a little Aboriginal girl 

to play with in the bush where she lived. In Chauncey’s story that moment 

of meeting is described, 

At the same instant, the something in the cleft showed itself to be a face. A 

little face peeping at her timidly with a shy smile, a face no bigger than her 

own but as brown as chocolate with a wide nose, red lips, and white 

gleaming teeth.6 

Indigenous Tasmanians had lived in harmony with the environment for 

thousands of years. Their land was divided into regions where different 

tribes may have been tempted to visit other regions for hunting or trade. 

Hope in this context would have been for life to remain, as they knew from 

the past. For many indigenous people there is no need to question 

connectedness, as the land is an integral part of who they are. Ancestors 

live on through the land and therefore through the community. These 

associations were played out in the Bangarra Dance Theatre’s production of 

Bush (inspired by Arnhem Land in Northern Australia). Dancers moved 

close to the ground—hugging the earth. Artistic Director Stephen Page 

explained that 

I think with Bush it’s purely about letting the audience into the spiritual 

glory box of what is sacred … It is also about maintaining an honest respect 

for land creations and peoples.7 

The rugged and dramatic landscape in Tasmania seems to emphasise 

emotions that are perhaps grounded in the difficulty to connect to a place 

that was not only a penal colony but also marked by a history of bad 

treatment of Tasmanian Aborigines. 

Even those who hoped that Aborigines could be civilised, such as the 

‘saviour’ of the Tasmanian Aborigines, George Augustus Robinson, believed 

that the civilised people had come in and the savage must go back. For 

Robinson, the savage could be exorcised from the Aborigine through a rigid 

religious education and the rigorous enforcement of English social habits. 

This transfiguration by civilisation was an aesthetic means of killing 

                                            
6
Nan Chauncey, Tangarra, Oxford University Press, London, 1960, p24  

7
Stephen Page quoted in ‘Bring on Bangarra’, Jeremy Vincent ed. Arts Centre News Preview, 

2003, p9 



 32

Aborigines. To kill by art destroys, more than anything else, a way of life. 

The organising trope of this ethnocide is melancholy.
8
 

Some still feel a melancholic inadequacy and loss related to the history of 

settlement. Art historian Ian McLean points out that the paintings by 

William Hodges, executed at the end of his voyage to Tahiti, such as Tahiti 

Revisited, 1776, portray a Paradise Lost.9 Controversial development such 

as damming rivers, flooding lakes, felling whole forests and tourist 

infrastructure continues to threaten Tasmania’s status as unique and 

pristine. McLean claims that, 

The art of exploration gave way to that of invasion and with it, the sublime 

made way for the grotesque.
10

 

I was not always conscious of the agony of Tasmania’s past when growing 

up, but my father made me aware of colonial history, especially the 

incarceration of convicts, and my mother spoke about the loss and 

invisibility of indigenous Tasmanians. 

In contrast to the rugged west coast, explored and depicted by Truchanas 

and Dombrovskis, is Tasmania’s East Coast, where we also explored as 

children. The country is gently picturesque and diverse, characterised by 

the rise and fall of frequent hills edged by the Island’s watery periphery. 

But whether in the west or the east, I can sometimes feel the creep of 

island isolation that can be experienced when time seems unimportant. The 

dramatic combination of dense forests and rugged mountains shaped by 

rain and rivers as well as the completeness and seclusion of the inland 

lakes only emphasises for me my puny stature in the grand scheme of 

things. I feel that the awareness and creative observation of both 

Truchanas and Dombrovskis links them to the rugged and spiritual edge of 

the wilderness. 

Nature can be felt as nurturing and supportive as well as indifferent. Just 

like a small community, welcoming but also aloof. 

However, for many locals, temporary residents and visitors, many parts of 

Tasmania provide a unique and rewarding experience. The photographs 

taken in remote areas by Olegas Truchanas and Peter Dombrovskis have 

emphasised this uniqueness and the spectacular quality of the Tasmanian 

wilderness. Maybe the Island’s allure lies not only in unquestionable beauty 

                                            
8Ian McLean, White Aborigines: Identity Politics in Australian Art, Cambridge University Press, 

Cambridge, 1998, p18 
9McLean, White Aborigines, p24 
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and diversity, but also in the opportunity it offers the traveller to feel truly 

alive. Truchanas once said that, ‘For us as for animals, an ability to find our 

way in the wilderness is not so much a development of the intellect as it is 

the sharpening of the senses.’11  

In an essay ‘Engaging Nature Aesthetically’, Joseph Kupper discusses the 

experience of being part of nature, rather than just looking at it: 

As we move from acting in nature to acting with nature … our aesthetic 

experience becomes richer and more inclusive … Our bodies furnish us with 

responses to the natural environment because we are moving in it, not 

simply observing it.12 

This is stated another way by Truchanas, who suggested, ‘If man is too 

programmed he is less human. There is a wildness in the land and a 

wildness in being human.’13  

Yet in recent years greater environmental controls and the interpretation of 

specific sites have been accommodated, adding yet another layer to the 

history of Tasmania. The alluring charm of Tasmania is often at risk while 

the tiny State tries to sustain its population by developing its natural 

resources. The importance to the State’s finances of providing inexpensive 

hydroelectric power for industry and mining, meeting the demand for 

timber, and developing tourism cannot be underestimated. Ironically too, 

Tourism Tasmania advertises the qualities associated with ‘getting back to 

nature’ while Forestry Tasmania endeavours to ‘hide’ the destruction of old 

growth forests. There is a growing disjunction in the image of Tasmania as 

being green and clean. 

To accommodate increasing numbers of tourists it has become necessary 

to build lengthy trails of wooden duck boarding that meander through the 

‘wilderness’, protecting the environment by separating trampling feet from 

the ground. These trails represent the over-layering of nature with material 

culture. ‘To be on a wood path’ is a popular German expression that 

implies being lost or on a path that leads to nowhere. Heidegger wrote: 

‘Wood’ is an old name for forest. In the wood are paths that mostly wind 

along until they end quite suddenly in an impenetrable thicket. They are 

called ‘woodpaths’. Each goes its peculiar way, but in the same forest. 

Often it seems as though one were identical to another. Yet it only seems 
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so. Woodcutters and foresters are familiar with these paths. They know 

what it means to be on a ‘woodpath’.14 

Walking through parts of Tasmania certainly triggers memories of being 

told of the probability of becoming lost and alone. But the duckboard trails 

appear like threads of civilisation, reaching out into unknown territory, 

symbolising the search for new meaning. Tourists limited by tight 

schedules and anxious to see as much of the State as possible seek out 

these clearly defined 'wood paths'. 

It is an irony too that the first to arrive in a new place benefit the most, 

and that they in turn dilute that experience for others by spreading the 

word. But people do not fight to save threatened environments if they have 

not seen or experienced them. Both Dombrovskis and Truchanas believed 

that it was important to document the pristine nature of the wilderness to 

show the world what the south west of Tasmania was like at that time. 

Today, helicopters are used to move people, supplies and rubbish in and 

out of some of those isolated places. Noise pollution that unexpectedly 

breaks the silence inherent in wilderness shocks those seeking isolation 

into realising how difficult it may become to find an escape in the future. 

Sometimes the wilderness no longer seems like a wilderness. Or perhaps 

the meaning of wilderness has evolved into a different meaning into the 

twentyfirst century as places where there are still forests but not 

necessarily where ‘no foot has trod’. 

The focus is changing, from a more personal and direct engagement with 

the environment to the structures and greater controls that must support 

and manage growing numbers of tourists. Textual guides explain what has 

passed and define for us what we see. However, such interpretations can 

also run the risk of homogenising and inhibiting a more personal 

experience. Modern development can work to separate us at a time when 

we have the most need to experience the authentic and to relate to nature. 

As Kevin Murray, who curated an exhibition of Tasmanian artists entitled 

Haven, claimed, ‘Australia needs an island now, more than ever.’15
 

Can and does the text on tourist information panels, and in sophisticated 

tourist centres at major historic and geographic sites in Tasmania, project 

the unique qualities attributed to the island state? Can artists, interpreters 
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and Tourism Tasmania successfully work together towards encouraging 

connections, while also maintaining the Island’s reputed visual, historical 

and social allure? In one sense Tasmania’s allure is both natural and 

manufactured. 

On the Interpretation Australia Association website, some aims of the 

organization are explained: 

Interpretation is the key to understanding ourselves and who we are. It 

challenges us to work out what Australia means, as a continent and as a 

nation. Interpretation makes sense of life, of systems and structures. 

 

Interpreters rank with the historians, geographers, biologists, physical 

scientists, writers, artists and curators in comprehending the human 

condition.16 

However, the narrative structure of the typical visitor centre is such that it 

seems to impose on the environment it seeks to interpret. Often tourists 

spend much of their time reading the information panels instead of 

intuitively engaging with and interpreting the environment for themselves. 

Wonderfully graphic historical and scientific displays of flora, fauna, land 

use and habitat, as well as indigenous culture and its perspectives protects 

the environment, but at a cost. A South African travel writer recently 

commented on his experience of Australia’s nature parks, 

I had gawked and crooned at this enigmatic forest, but Otway, like other 

parks I visited in subsequent months, [in Australia] had failed to engage 

me at an emotional level. The way the trail had been set up – to show you 

a representation of a particular habitat that discouraged random roaming, 

hence protecting the deeper reaches of the forest – left me feeling as if I 

had visited an environment recreated in a hot-house or greenhouse. 17 

Sometimes being ‘filled-up’ with information inhibits the opportunity for a 

creative and more meaningful personal engagement with the land that 

stretches underfoot and all around. 

The need for silence, for opportunities for personal engagement and 

reflection, is not uncommon. The philosopher Karl Jaspers wrote that 

without silence it is impossible to create. He believed that through art, it is 

possible to discover a true sense of being as an individual, as well as 
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freeing the human spirit towards a heightened awareness.
18

 The painter 

Matisse similarly believed that, 

‘To create, is to express what we have deep within ourselves, what we feel 

in our encounter with the outside world.’19  

Like Truchanas and Dombrovskis, other artists in Tasmania, such as 

Raymond Arnold, continue to seek out isolated areas to work in seclusion 

and silence testing their endurance and response to nature while getting to 

know themselves. Arts Tasmania Wilderness Residencies are offered in 

heritage and remote areas to artists who respond to those areas through 

their work. The close relationship many Tasmanian artists have with the 

wilderness is often beneficial to their work, and to the wilderness itself. For 

example, in 2003 the 10 Days on the Island Festival’s One Tree Project 

encouraged woodworkers to craft an object out of a section of the same 

tree cut from the forest. The resulting works not only highlighted the talent 

and skill of Tasmanian artists, but also raised public awareness of the 

clearing of Tasmania’s old growth forests. Many Tasmanian artists are 

aware of the need for timber and for tourism and oppose the practice of 

wood chipping valuable timbers for export. The idea of the project was to 

emphasise the alternative of using the valuable timber for fine woodcraft, a 

practice that would acknowledge Tasmania’s resources and talent.  

Unlike the artist, visitor or explorer, the farmer and bushman live and 

survive on and with the land. They may be involved in tilling the soil, 

building dams, working mines and logging. They would perhaps not 

describe their connections to the land in romantic terms, but by working 

with and therefore shaping their environment on a daily basis, they do 

become deeply connected to their home and place., Philip Mason’s ashes 

are buried on his own property in the Derwent Valley. I loved his place, 

where there were rolling and rocky hills only sparsely dotted with trees. My 

childish delight in the place was in tune with my uncle’s deep connection to 

his farm. 

But attitudes are as diverse as the people who live close to nature. The 

parents of self-proclaimed bushman Deny King believed that, 

… children should grow up in a setting where they could develop all their 

senses to the utmost; where their powers of observation and deduction 
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would be honed by the demands of survival; where characters would be 

built by the need for self-reliance and living in harmony with all things—

weather, plants, animals, people; where they would learn to appreciate 

solitude and beauty.20 

Instilled with these values, King’s mother maintained that ‘intuition was of 

the spirit’ which could allow one to ‘transcend normal limitations’.
21

 In adult 

life King established himself on a tin mining lease at Melaleuca in 

southwest Tasmania, country consisting of almost impenetrable bush 

divided by numerous rivers. Like so many newcomers to Tasmania, his wife 

Margaret felt as though she had come to the end of the world.
22

 Melaleuca 

was accessible only by foot or boat before King built a small airstrip. 

On his own territory, at ease in his environment, at one with its creatures, 

in harmony with its grand silences and its great storms, Deny was quite 

unlike any other man.23 

King’s position, somewhere between an explorer, scientist, miner and 

farmer, is evident in where and how he lived. According to King’s 

biographer, Christobel Mattingly, his home was ‘incongruous on the bank 

like a discarded tin can on the edge of the empty expanse of fired plain’.24 

This apparent incongruity, of an individual’s precarious habitation set 

against a lonely and pristine environment is a fascinating contribution to 

the historical, social and artistic fabric of place. Wilderness is explored, 

discussed and embedded in Tasmania’s history and it is where many go to 

feel close to nature or to be challenged by it. 

the healing wilderness was as much the product of culture’s craving and 

culture’s framing as any other imagined garden…the very act of identifying 

(not to mention photographing) the place presupposes our presence, and 

along with us all the heavy cultural backpacks that we lug with us on the 

trail.25 

My father once told us that ‘the bush is so dense on the west coast that a 

dog has to come out to bark’. This saying may have come from W.S. 

Sharland’s account of his exploration of Frenchman’s Cap and the upper 

Franklin River country in 1832.
26

 The party’s dogs needed encouragement 

to progress through difficult country comprising of thick scrub and cutting 

grass. The western wilderness can be impenetrable, inhospitable and wet. 

When faced with impossible conditions it is common to sense the 

indifference of nature and to hate it in return. The guttural sounds of the 
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Tasmanian Devil could be a metaphor for the imagined horror of being 

trapped within the compact space hidden beneath the under-storey trees 

that are often embraced by foggy moisture. 

Many of the persisting ideas of wilderness are sensory: they concern 

boundaries of sight, lengths of walks in one direction and the maintenance 

of an authentic sense of human danger and isolation.27 

An enduring and popular view of wilderness too is an image of pristine and 

undeveloped country that has never changed and that is separated from 

the frenzy of modern technology. 

Many early interpretations of Tasmania portray its wild landscape as an evil 

and inhospitable place fit only for the worst of human beings, such as the 

felons who were transported to Tasmania and imprisoned on Sarah Island 

off the west coast. The entrance to Macquarie Harbour was named for its 

gothic horror as Hell’s Gates. Tasmania’s wilderness was seen to be as bad 

as the convicts themselves and each deserving of the other. Reflecting 

upon the efforts of those who colonised Tasmania and his own experience, 

photographer and adventurer, James Watt Beattie described the southwest 

as, 

a voluminous record of almost superhuman struggles against the elements, 

the awful scrub, the dark treacherous rivers, and the rugged gullies of the 

frowning mountains.28 

But the concept of wilderness is relative. Returning from Antarctica’s 

‘wilderness’, Brigid Hains spoke about Tasmania as safe and welcoming. 

How did the coast of Tasmania look to a returning Antarctic explorer? 

The wilderness ultimately made sense, not in itself, but in its capacity to 

make the coast of Tasmania seem impossibly green, the society of men and 

women stirring, and the smell of an autumn paddock intoxicating. 

Wilderness may be stubbornly unspeakable, but the pleasures of 

homecoming are testament to its transformative powers and are, perhaps, 

its ultimate reward.29 

Locals and tourists have stood at the western edge of Tasmania where the 

moon rises and shines over the water and where the unstoppable winds 

known as the Roaring Forties whip up and roll over the Indian Ocean from 

South Africa. From this spot some have been terrified while others uplifted. 

Writer Peter Conrad has described Tasmania with metaphors that 

emphasise an outrage he feels towards his experience of growing up in the 
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State. He described the waves of Ocean Beach as ‘concussing the beach 

like falling masonry’.
30

 Conrad described the west coast of Tasmania as the 

island’s ‘tragic face’ and dramatically personalises the metaphor because of 

his own horror – the feeling of being ‘the last of your race, chained to your 

rock in solitary confinement.’ He compares this feeling with the east coast 

where ‘you can feel you’re the first man on earth, greeting it in wonder’.
31

 

My family, however, often travelled to the west coast for holidays and 

found the characteristic ruggedness and its contrasts an inspiration. My 

father’s photographs, like those of Olegas Truchanas, featured his family 

and friends against the landscape backdrop as evidence of our presence in 

that place and at that time. 

Many people over generations have lived in the isolated regions and 

therefore navigated the state’s hidden secrets. Despite the wildness of the 

west, evidence of Aboriginal habitation was found in Kutikina cave on the 

edge of the Franklin River dating back between 14,000 and 21,000 years. 

The west was not a ‘wilderness’ but a sustaining habitat for the Palawa, 

indigenous Tasmanians, who managed their land with fire to create grassy 

plains for the purpose of attracting native animals. After the arrival of 

Europeans, Augustus Robinson, who was employed as ‘Protector of 

Aborigines’ during the early settlement, criss-crossed the extent of 

Tasmania’s west many times aided by a small party of Aborigines. His 

mission was to round up the remaining groups and contain them on 

Flinders Island and according to the government, for their own protection, 

but in reality to separate them from the settlers.
32

 Their land was 

appropriated.  

For generations timber has been needed for building and the early settlers 

were intent on opening up the west for habitation. 

Yet the wilderness also provided the settlers with both an inherent identity 

and a rationale for expansion. Taming the wilderness was what gave 

meaning, validity and glory to their hardships and endeavours. It thus 

included elements of the Old Testament wilderness, the Romantic sublime 

and capitalist imperialism.33 
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Tasmanian author Richard Flanagan believes that the men who worked and 

lived in the wilderness as loggers, prospectors, track cutters, or surveyors’ 

assistants, for example, did so because they enjoyed not only their 

occupation but also the feeling of being in that part of the country. 

It would be wrong to presume that these men were prepared to rough it in 

the wilderness simply to earn a living: far easier and more financially 

rewarding work was to be had elsewhere.34 

The worker’s feelings could have spiritual connotations, however, in the Old 

Testament, wilderness is portrayed as a negative contrast to Eden and time 

alone there must alternatively be endured for spiritual growth. 

These two, often conflicting, ideas of wilderness – as a rugged and often 

revered landscape to be tamed, and as a pristine place for spiritual 

rejuvenation amidst external chaos – are both exploited by the tourism 

industry. Tasmania is a very popular tourist destination and its allure is 

marketed with creative exaggeration. An advertisement in The Good 

Weekend Magazine of The Age, October 30th, 2004, reads The World’s 

Smoothest Way to Rough It. Tasmania’s tourism industry is based upon 

marketing the state’s natural environment whilst at the same time 

ensuring that visitors need not experience physical discomfort in order to 

rejuvenate. This is quite different to viewing wilderness as a ‘negative 

contrast to Eden’.  

The mystery and power of Tasmania’s wilderness continues to draw those 

willing to conquer the landscape by facing the indifference of terrain and 

weather, just like Lady Jane Franklin, who in 1842 entered the 

predominantly male domain of wilderness hardship by travelling with her 

husband, Tasmania’s Governor, through the State’s central mountain 

district to the rugged west coast. She took with her a palanquin35 (carrying 

chair) made from blackwood and mahogany, with footrest. The story goes 

that her maid became ill and it was she who was carried.36 The Governor’s 

party were lured into the little known countryside by its mystique and 

possible riches, 

Tasmania’s West Coast is shrouded in a mystique and mythology which is 

sometimes as difficult to penetrate as its deep valleys, steep ridges and 

tangled, busted surface. It’s the land which inevitably gives rise to the 

extremes of human experience and emotion. It is the sort of land which the 

human has to fight to penetrate and struggle to claim and maintain a 

foothold in.37 
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Since the early colonists there have been those who have penetrated the 

wilderness in order to find and exploit its natural resources. The unique 

cultural and social fabric of Tasmania continues to change as more and 

more areas in the west are penetrated and tamed. However, the true value 

of wilderness is universal in maintaining the health of the planet and, as 

Henry David Thoreau claimed, ‘in wildness lies the preservation of the 

world’.
38

 It is not only for the continuation of species and a healthy planet 

that we need wilderness, but also as an opportunity to test ourselves with 

nature. For some these experiences are spiritual as well as physical. 

However, tourist development has contributed to the change in personal 

perceptions and individual engagement with wild places. In his book, The 

Idea of Wilderness, Max Oelschlaeger too laments the loss of our innate 

connection to nature as well as our lack of understanding of what 

‘wilderness’ means. Wildness is of fundamental benefit to mankind. 

Yet the post-modern mind believes - or at least the posthistoric primitivist 

believes - that wildness is not just the preservation of the world, it is the 

world-self-organizing order out of chaos. … 

 

Western culture has forgotten the source of life, the point of origin from 

which wells up all that is good and free and beautiful, and has turned the 

land into environment, into re-source.39 

Tasmania’s western wilderness has been home for indigenous Tasmanians 

for thousands of years. Governments have used it to isolate the bad and 

explorers have searched for strategic and arable land. For Europeans too 

the rugged west has been mined and developed for commercial enterprise. 

For many it is still a place for enjoyment and wonder as well as inspiration. 

Tasmania’s west has never been a completely empty place, devoid of 

people. 

The artist comes to this land, steeped in mythology, accepts it all as given, 

judges not and is open to awe. The simple act of being there, responding 

by recording, holding to the initial vision, the shock, entering through the 

eye. Penetration of surface – slowly the bones of the land emerge, its hard 

spine softened by grey mist and diffusing into forest greens.40 

Sean Kelly’s view holds true for many who dare to penetrate those foggy 

unknown regions in the west in order to transcend the mundane. They 

come to experience the ‘transformative powers’ of Tasmania’s famous west 

coast wilderness. Artists have the power to relay a message of disjunction 

in the way they frame a story or a view and their work, has, and does sit 
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alongside social, political and cultural interpretations of place. The irony of 

Tasmania, and its allure of untouched wilderness, lies in the relatively 

recent difficulty in maintaining its isolation.  
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C U L T U R A L   A N D   P S Y C H O L O G I C A L 

L A N D S C A P E S 

Throughout the world, everywhere and in every human epoch, peoples 

have marked the earth, scraped clear a reckoning place, considered a rock, 

a star, the sunrise, cleared a bit of underbrush in order to sit and look and 

think purposeful thoughts. In these places, people have chosen to be 

receptive to change, to transform action, to trance, reverie and ecstasy. 

They have chosen to mark the passages of theirs and other’s lives. In these 

places some have claimed the gods have spoken. All these places are 

crossing places of time and place ‘patterns of power’.1 

The author here indicates the imperative links and connections to place 

where people leave their trace. Table Mountain in Cape Town and Mount 

Wellington in Hobart are dominant backdrops to both cities and could be 

described as ‘crossing places of time and place’.2 They could be described 

as alluring because of their size, geographical features and the challenges 

they present. In this investigation such landscapes are described as 

psychological because they trigger memories of the past and connections 

to home. The purpose of this chapter, therefore, is to take you, the reader, 

through specific landscapes that are relevant in placing events in context.  

My grandfather and his brothers all sought to develop land in colonised 

territory and their motivation to re-settle was tied up with the events of 
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their day. My ambition was to visit the places they called home, 

destinations that ‘mark[ed] the passage of their lives’.3  

In the context of Cape Town and Tasmania I have woven together issues 

relating to cultural difference, identity and the meaning of place as well as 

investigated the work of colonial and contemporary artists who have 

responded to these landscapes. 

To see the ghostly outline of an old landscape beneath the superficial 

covering of the contemporary is to be made vividly aware of the endurance 

of core myths. 

Landscape and Memory has been built around such moments of recognition 

as this, when a place suddenly exposes its connections to an ancient and 

peculiar vision of the forest, the mountain, or the river. A curious excavator 

of traditions stumbles over something protruding above the surface of the 

commonplaces of contemporary life.4  

While searching for the past ‘hidden beneath contemporary life’, I found 

the remnants of two zoos on vacant land in both Tasmania and Cape Town, 

(Figs.24-25, p135). These zoos were built in the nineteenth century and 

exist today as abandoned and neglected sites. The land is untidy and 

dotted with introduced trees and long grass as well as broken concrete. 

These contested sites resist development while hanging onto the remnants 

of their past that is romantically connected to rare or extinct animals. 

In 1951, traveller and writer Mia Karsten reported on the interior of a 

garden-house situated in The Company’s Garden in Cape Town, which 

contained stuffed wild animals that were displayed and looked after by the 

gardener Johannes Hertog. 

The retreat of the lion from the Cape Peninsula forms a dramatic episode. 

Lions roamed the shores of Table Bay when the first Settler landed, and 

Van Riebeeck met one in his garden.5 

My postcard titled Temporary Visa (p45) was inspired by similarities 

between the two colonies. The Cape Town lion makes a visit to Hobart and 

a Tasmanian tiger makes a visit to Cape Town. Both animals no longer live 

in these places and it seems that the allure associated with wild animals 

such as lions and tigers is heightened when they are gone. In earlier days 

the indifference towards their survival has meant that they no longer exist. 
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TEMPORARY VISA, 2003 

In colonised territory the indigenous inhabitants were imposed upon and 

their land shaped by European imagination. The countryside was tamed for 

political purpose and endeavour, moulded to suit a familiar way of being 

and seeing. Indigenous practices were both ignored and utilised for the 

purposes of the colonists. For example, the indigenous Cape herders, the 

Khoikhoi, planted Brabejum stellatifolium (wild or bitter almond) as 

protection against wild animals and Van Riebeeck used the same method 

against the Khoikhoi by planting hedges to stop them from driving cattle 

away.6 

The early colonists established gardens that were important additions to a 

new settlement. They reflected the order being placed upon an unfamiliar 

environment. The gardens provided the colony with all sorts of familiar and 

introduced vegetables and fruits. The remnants of many of these gardens, 

imprinted with the layers of successive generations, still survive. Often 

their primary purpose was to feed the colony and therefore their shape was 

determined by practical considerations. Their form followed the contours of 

the land and was established close to the community’s infrastructure. 

Order and structure were often expressed in the design, planning and 

building of private and public parks and gardens. Intimate corners as well 

as large open spaces provided areas for different activities and moods. The 

establishment of this kind of order and consequent pattern making seems 

to contribute to a collective peace of mind. It is sculptural by nature. 

 ‘Sacred’ places, where many meditate and reflect, can be found within the 

framework of certain gardens. Individual creativity often flourishes in 

gardens as a result of observing the wonder of constant regeneration. The 

result of such creativity can provide physical and emotional sustenance. 
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Artist Jennifer Dickson found ‘intense peace of mind’ and ‘intense pleasure’ 

in gardens that she photographed such as those of Haddon Hall at 

Chatsworth in England. 

What is important for me about the gardens is the sense of 

timelessness…that moment in which the clock stops. It is neither the 

present time, nor the past, nor the future.7  

So gardens, big or small, public or private, are places where many can find 

solace and the space to follow thoughts. To work at structuring a garden 

too is to know that soil intimately. 

Public space is important for the wellbeing of every generation and 

acknowledging the marks made by previous generations is important in 

recognizing the evidence of continuous cultural and visual history. Valuing 

the past in this way provides feelings of hope for the future.  

Land artists (discussed in Chapter 5) have added another order and layer 

to this history by connecting culture with nature as concept. Willoughby 

Sharp wrote that earthworks appeared to be calling, ‘For the radical re-

organization of our natural environment; it offers the possibility of 

mitigating man’s alienation from nature.’8 While Land art may conceptually 

attempt to alleviate man’s alienation from nature, the Company’s Garden 

has undergone generations of re-organization and is a space where visitors 

may find respite. It is a place to meet others, eat, sit and read. Some who 

are homeless lie connected to the ground though alienated from society.  

Now a botanical garden, this central elongated strip of public space that 

was first laid out in 1652, holds within its soil early colonial history at the 

Cape. During the time of early Dutch settlement, Jan Van Riebeeck 

established the garden that was at first an almost exclusively kitchen and 

vegetable garden, as Mia Karsten remarks: 

It is delightful to see how beautifully the green peas, large beans, radishes, 

lettuce, beet, squash, and other garden produce spring up, also the wheat 

and turnips sown near the fort, and the cabbages which we have 

transplanted in very rich soil between the two fresh rivers at the distance of 

a musket shot.9  

These gardens are similar to the Botanic Gardens in Hobart because of 

their similar purpose in collecting and growing exotic and indigenous 

plants. Accounts found in books housed in the National Library in Cape 
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Town reveal what it meant to walk in a space that was the privilege of a 

white colonial. 

Nearly the entire garden is enclosed and protected from the thievish hands 

of wicked people, and the more so as this very water-ditch is bordered and 

guarded by thick hedges consisting of many kinds of trees.10 

I visited the Company’s Garden on most of my research days in Cape Town 

and felt the calming benefit of its shelter and convenient central position to 

the city and National Library as others before me had felt. This kind of 

connectedness is a source of hope for a culture. 

…one is not only saved from the burning heat of the sun and the tiring 

wind, but also may walk abreast unhampered and need not fear that these 

walks or avenues are too narrow for three or four people.11  

To walk through the gardens down the avenue of oaks, past the aviary and 

café, into the rose garden and on to the Iziko South African National 

Gallery is to walk not only along a European style track, but also upon the 

soil of Africa. Squirrels incongruously darted about looking for tasty bits 

outside the café and a gardener in a blue suit slowly clipped at edges.  

Cecil Rhodes introduced several alien species of animals, birds and plants 

to ‘improve the amenities at the Cape’ or to remind the immigrants of 

home.
12

 In 1897 European starlings were introduced and have increased in 

such numbers as to become pests. Squirrels were endearing to the 

Europeans and introduced Oak trees provided the animals with food and 

habitat. 

The Slave Bell still stands in the old garden as a reminder of the activities 

of the early days. So does an ageing pear tree clinging to existence with all 

the support it can get. It is said to be the oldest survivor from the 

Vereenigde Oostindische Compagnie (VOC or Dutch East India Company) 

days and as such has enough historical significance to justify the 

maintenance involved in keeping it alive. The old pear tree (Fig.26-26a, 

p136) appears angled behind a protective fence. In some way it reminded 

me of the supported mulberry tree and the espaliered fruit trees in the 

Botanical Gardens in Hobart (Figs.27-28, p137). The wall, where the apple 

trees grow, was once heated to encourage the trees to bear fruit very early 

in the spring. There is poetry in such resourcefulness and survival. 

Today there is little about the Company’s garden that resembles the 

original structure designed to grow vegetables and fruit. However, colonial 
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plans and drawings of the garden that provided the produce that filled the 

holds of the First Fleet exist in the archives of the National Library. My own 

images of the gardens and surrounding buildings are stitched together and 

are printed in black and white: they refer to the infrastructure of a 

colonising culture from the past that is changing under the new 

government of South Africa. (Fig.49, p150). 

The discovery of ancient human remains at the Cape by an Australian 

archaeologist, Victor Peers, in contrast to the European ordering and 

taming of the landscape, provides proof of the many layers of human 

habitation on the African continent. Some time in 1926 he found a skull in 

a cave in the foothills of Table Mountain, facing the small settlement of 

Fisch Hoek. This skull, of a male, became famous in the 1930s because of 

its size and, it was believed, a correspondingly large brain. 13 He was called 

the Fisch Hoek Man, believed to be about 10,000 years old. The skull is on 

view in the Cape Town Museum. Nine skeletons were also exhumed from 

the cave. 

I walked with my South African relatives to the Cave and we approached it 

from the ridge at the top, rather than climb up the sand hills in front. A 

short way along the track we scrambled around large rocks to a height of 

about 122 metres above sea level. The Cave faces south and is protected 

from both the prevailing cold northwest and southeast winds. The soil 

inside is black and powdery due to the build up of carbon over centuries. 

This is the result of the decay of seashells, vegetable and animal matter, 

wood ash, bones and rock fragments. Peers left his mark upon the 

overhanging rock that reads SKILDEGAT [painted cave], PEERS, A/101, 

1926. The rocks are also covered with more recent graffiti but fortunately, 

because the floor level had been lowered when the skeletons were 

exhumed, the ancient indigenous rock paintings are out of reach and have 

survived. 

Bertie Peers (Victor’s son) gave a slide lecture in 1928 to the Natural 

History Club that reveals the attitude of the day towards indigenous people 

known as the San Bushman, 

Civilised advancement and their peculiar temperaments could not permit 

their survival along with the whites, their wild ways would not allow 

domestication, they never knew the meaning of yours and mine. The result 

was that they had to go to make room for more honest men, as servants, 
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namely, slaves introduced from other parts. The only place where a true 

blooded likeness is to be found today is the dry arid desert stretches of 

south west Africa where a very few enjoy their pristine liberty protected by 

law, in the northern part of an extensive game reserve.14  

My photographs, Skilldegat (Fig.54, p153) and Open Lips from the inside 

looking out (Fig.55, p154) capture the layers left behind by those who have 

visited the Cave, first as a shelter and home for ancient tribes, later as a 

site for scientific research and finally as a space for contemporary graffiti. 

Many have felt the allure of the black opening of the cave and been drawn 

to pass through its mouth to find a space for reflection within. 

 

TWO MOUNTAINS 

Table Mountain, which rises out of the sea behind Cape Town, and Mount 

Wellington, that looms large behind Hobart, are signifiers in defining each 

place as well as being important and iconic landmarks. Both mountains are 

alluring and act as backdrops to the theatre of history in addition to 

providing, today, a recreational focal point for those seeking exercise and 

the peace that can be found on their slopes. From the summits of both the 

panoptic advantage of observing the surrounding country is overwhelming. 

For early European settlers in both countries these mountains offered 

perfect opportunities for surveying the land below. From the pinnacle of 

Mount Wellington I could certainly see where I had been and where I 

belong. From the top of Table Mountain I could better understand the lie of 

the land around Cape Town, a vision that allowed for easier negotiation 

through unfamiliar territory. These thoughts influenced my early work and 

in Point Hope, a platform provides a vantage point or ‘look out’ (Fig.72-73, 

p167).  

There are many similarities and differences between these two mountains. 

Table Mountain is without trees and the main track follows the contours 

while Mt Wellington is wooded and the walking tracks lead upwards. Each 

presents a variety of views of the land as well as providing a different 

experience.  However, dedicating time and strenuous physical exertion and 

therefore being engrossed in environments like these is a way of feeling 

connected to landscapes and perhaps Nietzsche was right when he said 
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that to ‘transcend mediocrity and reach fulfilment one must first suffer the 

hardships associated with effort’.
15

 

Both mountains held considerable allure for the early European explorers 

and settlers who were seeking to form new communities. The two 

mountains are alluring for locals and tourists today and continue to 

symbolise the city of Cape Town and the city of Hobart.  

 

TABLE MOUNTAIN, HUGGING THE CONTOURS 

For the past five hundred years Table Mountain has been called Mons 

Mensa, La Montagne de la Table, Tafelberg, Table Hill and Table Rock. It 

has been likened to a fortress, a throne, an altar, a temple and as God’s 

own anvil. It personifies a sleeping goddess, a giant and a towering 

Buddha. It has been described as a Fairyland, a Terrestrial Paradise and the 

Stairway to Heaven. It was the Portal of Africa, watcher of the south and 

Guardian of the city. It is the Old Grey Father of colonialism and the Silent 

Witness of apartheid. It is the friend and foe of mountaineers and a back 

garden for countless capetonians. But by whatever name we call it, Table 

Mountain will always remain the Mountain of the Sea at the southern cape 

of the African continent.16  

Table Mountain dominates The Cape of Good Hope and acts as a significant 

historical landmark. For me, Table Mountain symbolically links Cape Town 

to Tasmania because of my grandparents’ migration across the great 

southern ocean. As already noted when my grandmother first saw Mt 

Wellington on her arrival in Hobart she said that it reminded her of Table 

Mountain, which she had just left behind.
17

 

I have been drawn by the allure of both mountains, have walked up, down, 

on and around them and researched their historical significance. Each walk 

was preceded by expectation and accompanied by physical challenge that 

in turn determined my perception and the memorable quality of the 

experience.  As Paul Carter points out in The Lie of the Land, 

The explorer-surveyor who…traverses difficult country does so not only 

instrumentally – on behalf of settlers bent on profit – but also poetically, 

through the very mode of his progression. He constructs the appearances 

he wants to find.18
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Unlike the early explorers, or indeed my grandfather who arrived after 

many months at sea, I arrived at the Cape from above and in just a few 

hours. In contrast to the experience of looking down from the top of a 

mountain, the view from an aeroplane is one of separation where the 

bodily connection is absent and the flattened view below is framed by the 

window. It is a way of understanding intellectually the overall visual 

pattern of structure that has practical advantage on the ground. Many of 

the Colonial painters utilised drawing techniques that resulted in views that 

look as if they were caught from a vantage point above, from the top of a 

mast perhaps. Their slightly raised perspective added depth and allowed 

the artist to describe more detail. Artistic depictions, during and since the 

time of the VOC (The Dutch East India Company) have frequently 

described the approach to Cape Town via the sea. Sailors must have 

rejoiced at the sight and landmark of the mountain, jutting out of the 

ocean and visible from 10 miles out, as it signified not only the end of a 

long journey but also the supply of much needed fresh produce. 

Hoerikwaggo is a Khoi word that means Mountain of the Sea and the 

Khoisan who gathered their cattle referred to the fresh water at the Cape 

when they called the area Camissa (place of the Sweet Waters).19 

In the catalogue for an exhibition Hoerikwaggo, Images of Table Mountain 

at the South African National Gallery in Cape Town from November 2000 - 

April 2001, the curator Nicolas Vergunst explained that, 

Table Mountain symbolized all that is strange and enigmatic to an ‘outsider’ 

looking in at the Cape of Good Hope. The research into the iconography of 

Table Mountain informs this exhibition and its catalogue, and demonstrates 

how images of the mountain signify changing relations and attitudes toward 

the Cape over the past five centuries. The focus is not the mountain’s 

natural features nor the attendant issues of environmental conservation, 

urban development and eco-tourism, but rather the mountain as a 

contested cultural landscape and as the most recurrent icon in South 

African history.20
 

The artist Thomas Baines, who painted pictures in both Australia and South 

Africa, did focus on the natural features and wrote about his first view of 

Table Mountain, 

…in all its sombre majesty stood Table Mountain; its precipitous front rising 

… above the sea, supported as it were by massive buttresses of solid rock 

and partially cleft … by a narrow gorge through which a rugged path leads 

to its summit; which a few light streaks of cloud like the straggling hair 

upon the temples of an aged Titan, stealing over its verge and over the 
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peak of the less lofty Devil’s Hill… portended, calm as it then was, the 

coming of a South-Easter.21  

His painting, The Schooner Olivia on which Baines arrived in Cape Town in 

November 1842, featured in the 2000 exhibition, Hoerikwaggo, depicts the 

schooner lurching in choppy seas and in the background is Table Mountain 

topped with a head of cloud.22 

When I first arrived in Cape Town the oversized Table did not reveal itself 

for several days, being hidden by this famous tablecloth of cloud (Fig.22, 

p134). 

Interestingly, the Dutch referred to the cloud as a ‘tablecloth’ while the 

French described it as the ‘wig’ (Kench 1988:53). Lady Anne Barnard 

compared it to ‘a fine damask’ and described it as ‘a necklace of vapours 

that circles the Mountain’s great throat’ (Lewis-Robinson 1993:153). These 

metaphors reinforce two common associations with the mountain – first as 

a table and secondly as a giant.23  

Coughlan’s painting Table Mountain with Tea Cup (Fig.23, p134) 

humorously extends the metaphors. The giant teacup of cloud could almost 

be possible, considering the odds of visible likenesses that clouds fleetingly 

suggest.  The Table as metaphor is strong. Everyone who sees the 

Mountain refers to its flat top. This is the view of the outsider and of the 

coloniser who may have longed for the comfort of a welcoming cup of tea. 

However, nothing prepared me for the experience of seeing the great wall 

of rock in its many guises. Table Mountain, grand and mysterious seemed 

to constantly dominate my thoughts and imagination as my eyes were 

drawn often towards the outline of its shape and the diversity of its 

surface. During my stay I saw the mountain from many angles and 

distances, in many weathers and spent time walking on its slopes. My first 

impression was of a mountain devoid of trees; the great rocks being dotted 

in between with Fynbos or small bushes. By the 1780s there were no trees 

left on the Mountain, they had been felled for timber and firewood. It 

seemed to me as if only a few patches of native Silver Bush remained. A 

photographic image from my Edge of Change series highlights one Silver 

Bush against a bare slope behind to emphasise its singularity (Fig.56, 

p155). This image has been coupled with a photograph of a slab of 

concrete where couch grass has forced a way through. I read in an account 

of the early days of the Dutch settlement that, 
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…at the Cape the slopes of Table Mountain were densely covered by virgin 

forests, abounding with wild animals.  

[but by]…as early as 1665 there would not be enough wood for 

coffins.
24

  

There were fears for the loss of the native forests early in Cape Town’s 

colonial history25 during the time of Van Riebeeck, but judging from the 

quote above it was already too late. Unlike the foothills and slopes of Mt 

Wellington that are covered in thick forest even though they have been 

burnt by bushfires many times, Table Mountain is covered in Fynbos, or 

small bushes, down to the lower slopes. 

Introduced Australian eucalypts are considered aliens in South Africa and 

are methodically felled. In Disputed Territories: Land, culture and identity, 

David Trigger recounts how ‘exotic species of trees were signifiers of the 

introduced Whitefella presence’, such as frangipanni, mango trees and 

‘Mimosa that was scattered through the bush’26. These complaints resonate 

in both countries because foreign plants often absorb precious water and 

nutrients.
27

 In the seventeenth century Van Riebeeck sowed bitter almond 

and many kinds of bramble and thorn bushes that divided the land and 

kept sheep and cattle contained. Gorse, thorn bushes and stone fences, 

remnants of colonial development, can still be seen in many parts of 

Tasmania as well. South African thorn bush still persists on Flinders Island. 

The forests that once covered the slopes of Table Mountain have been long 

forgotten. The path we followed was raised up to a great height offering a 

powerful and panoramic view of Cape Town, while at the same time being 

protected from behind by the sheer face itself. The track, clinging to the 

side of the mountain’s surface, picks its way in, out and around the rocky 

folds of vertical hill and valley. We passed a puff adder that hissed in 

protest, its fat body taught, shining and slippery. 

Near the top of a hill the walking group moved in single file along a wooden 

path through a rare and small patch of dense forest encouraged by the 

dampness of a protected gully. I was told that the climb at this point once 
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caused a satisfying sweat when walkers had to scramble in between the 

trees and rocks pulling themselves up towards open ground again. But now 

our way was aided, not only by the wooden path, but also by recently 

constructed steps that had been made by piling and arranging stones, held 

in place with chicken wire. I thought of Tasmania where conservation 

methods have directly altered some experiences with nature in an attempt 

to lessen the impact upon the environment by the increasing numbers of 

visitors. 

Development of national parks enhance the visitor experience, as in the 

case of the mountain range on the opposite side of Table Bay known as the 

Kogelberg Mountains where the aim is to be able to make use of natural 

resources and to also maintain them for future generations.  

A biosphere reserve is an area in which two competing principles – 

conservation and development – are united. The objective is to improve the 

relationship between the natural environment and the people that live, 

work and find recreation in the area.28 

In 1890 Cecil Rhodes became Premier of the Cape Colony and owned 1500 

acres of the best land right across the slopes of Table Mountain. He 

purchased the house and property in 1892, then known as the Granary, 

and employed the architect Herbert Baker to redesign and extend his new 

house. For inspiration, Baker drew on a painting of the original house, 

which was in the Dutch style. He suggested renaming the house Groote 

Schuur (Fig.6, p125). 

Baker also designed a memorial, built in the classical style, to 

commemorate Rhodes. Lady Michaelis presented a small Claude Lorraine 

pen and wash, View in Italy, (n.d), to the National Gallery in Cape Town in 

1930. In the 17th century, in the tradition of representing an ordered and 

picturesque scene, Claude Lorraine has drawn a classical building within his 

landscape. This little study features a row of columns nestled against a 

slope on the right hand side of the picture, facing an idyllic view of the 

valley below. The eye is drawn to the outline of a small bridge that leads 

the viewer, not only into the background, but also, perhaps, on a journey 

across the Estate. This little drawing caught my eye because I was on a 

journey and venturing along unknown paths, but also because of the 

striking resemblance between Claude Lorraine’s scene and the memorial to 

Cecil Rhodes, that sits amongst alien pine trees on the slopes of Table 
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Mountain. The Rhodes ‘temple’ resembles Lorraine’s depiction of an idyllic 

classical world. Herbert Baker’s design was built in 1902 featuring granite 

columns that hold up the structure, while giant stone lions line the steps 

that lead up to the vacant space at the top of the monument. An 

equestrian statue rises bravely with Nationalistic pride above the once 

flourishing capital, then under British rule. The monument is inscribed with 

part of Rudyard Kipling’s personal tribute to the man he admired. It reads 

‘to the immense and brooding spirit…Living he was the land, and dead, his 

soul shall be her soul’.  I thought about the darker side of the infamous 

leader that lingers in silence. Ironically the house and monument nestle 

below what is called Devil’s Peak. 

Later in 1899 Rhodes bought a small cottage at Muizenberg and this is 

where he died in 1902.
29

 Muizenberg had become attractive to locals and 

tourists alike by the turn of the century as the small town could be reached 

by rail and later by motorcar. Wealthy mining magnates bought houses 

there to escape the dust and heat of the interior of Africa. Middle class 

families followed and even a British Military Convalescent Camp was 

established to look after the injured during the Anglo Boer War.30 English 

influence can be seen in the architecture of Muizenberg that was known as 

the ‘Brighton of South Africa’31, in reference to the coastal town in the 

south of England. Many picture postcards were produced of the beach and 

small village to advertise its charms. The first pavilion was built in 1911 not 

long before my grandmother left for Tasmania. She would have seen the 

later pavilion, built in 1929, when she visited her relatives at Muizenberg in 

1934 and 1955. Some of my relatives still live at Muizenberg. The beach 

and resort was a privileged playground for white settlers then but is now in 

a sort of decay. The salt atmosphere has weathered the British buildings 

that stand neglected in a South Africa with different agendas. They seemed 

like metaphors for the slow decline of British influence at the Cape. (Fig.48, 

p149) 

The landscape is marked, divided up, planted out and generally practically 

utilised. Facing the Atlantic Ocean, Chapman’s Peak rises directly out of the 

sea. The precipitous and narrow road that connects Hout Bay with 

Noerdhoek carries its own controversy. Rocks have fallen and taken the 
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lives of people down below. Consequently different engineering approaches 

have been implemented to solve the problem. At one point many who were 

unemployed were directed to throw down the loose stones. As a result 

more rocks were dislodged and so on, causing downslides after heavy rain. 

There is an illusion of delicacy that light and moisture create and fragility in 

the structure of the Mountain as each rock is dependent on the next to stay 

in place. The road was closed for two years while engineers worked to build 

a huge concrete structure over the road to hold up a shelf of rock and to 

put large nets in place designed to catch bits of the mountain that would 

otherwise periodically roll into the swell of the Atlantic Ocean below. 

Table Mountain is a lingering shadow that constantly changes colour and 

mood against a backdrop of sky. This mountain separates the remnants of 

a colonial temperate coastal strip from a drier interior and the rest of 

Africa. Luckily most of my experiences of hiking in the mountains were 

enjoyed in warm windless sunshine when the sky and water shone blue 

and the flowers of the Fynbos displayed their pretty colours and scents. But 

the Cape is a place of paradoxical contrasts, a place of wild storms and 

violent winds that held their breath when I walked the mountain. 

But my view of the mountain landscape was that of a white outsider and a 

tourist. I saw the mountain as unoccupied, as National Park, not as home, 

supplier of sustenance or as part of my cultural mythology. It is difficult to 

walk for long without seeing indications of the stain of white civilisation and 

black squatter camps.32 The San Bushmen once lived and roamed these 

hills and the Khoisan herded their cattle amongst the Fynbos on the flats. 

Like those who live in Hobart, Cape Town residents have an emotional 

attachment to their mountain that is a symbol of home. For me, Table 

Mountain determined my route to the city, was a source of recreation and 

became a subject for my work. Contemporary artists in Cape Town have 

endeavoured to express and interpret the mountain from a resident’s 

perspective as opposed to early depictions of it from an ‘outsider’ point of 

view, as empty and available for the taking. Table Mountain has silently 

borne witness to the comings and goings associated with a halfway place of 

strategic importance. Some of the very early watercolours and drawings 

from the Colonial period, in contrast to the later more naturalistic work of 
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Thomas Baines for example, are surprisingly abstract in depicting scenes of 

Cape Town. Their idyllic representations of order ignore conflict, poverty, 

slavery or crime and their visual representations feature exaggerated 

peaks and vistas. Sometimes every wave and wind direction is 

meticulously represented so as to inspire those back home with the exotic 

wonders of a ‘new’ and idyllic world. It is as if their pictures pre-empted 

the visual characteristics and layout of the new town itself. 

In the introduction to Disputed Territories, Land, Culture and Settler 

Societies, David Trigger says that Europeans have, ‘Sought to engage 

intellectually with land by bringing it within a culturally meaningful 

aesthetic.’33 Captain G. C. Mundy wrote in 1833 that, 

…the town is most picturesquely, but most stiflingly situated under the 

curving flanks of the Table Mountain and Lion’s Hill: the houses are of 

dazzling whiteness, and the church spires, windmills and turnpikes carried 

me in imagination to England.34 

Cape Town must have seemed this way for those who arrived after months 

at sea. The familiar features must have been heartening and even alluring 

or drawn them closer. There is an obvious sense of viewing the landscape 

from the vantage point of the sea in some of these early works. Military 

artists had time to paint the view from onboard the ships that spent 

considerable time anchored in the Bay. While some artists based their 

major work on in situ sketches that they took back to Europe most copied 

from existing prints. 

 

MOUNT WELLINGTON, FROM THE PINNACLE TO GRASSLANDS 

Greg Lehman, a Tasmanian of Aboriginal descent, expressed the certainty 

of place that for him is inherent in nature. 

Many of my relations prefer looking to the mountains for an explanation of 

their origin and to the earth beneath their feet for a secure sense of home. 

Even though the answers that come from these directions are unclear, they 

echo with resounding clarity in the heart.35 

There is history of habitation and indigenous knowledge in the area of 

Mount Wellington - from the pinnacle to the grasslands. Evident is a 

spiritual presence understood by aboriginal descendants. In a lecture pre-

empting the Mountain Festival in Hobart in 2004, Lehman said that the 

                                                
33
Trigger & Griffiths, eds. Disputed Territories, p3 

34
 Exhibition panels, Halfway to Sydney: 1788-1870 

35
Greg Lehman, ‘A Desire for Uncertainty’, Landscape/Wilderness and Sense of Place, seminar 

in conjunction with School of Art Summer School Program, Art, Natural Environment and 

History, University of Tasmania, Hobart, January 2001 
  



 58

Mountain was known to the local Aboriginal tribes as the Rain Spirit. The 

Palawa tribes control burned the mountain, firstly to flush out the game 

and secondly to encourage them back with fresh green growth. Little 

evidence of Aboriginal habitation has been found on the summit but stone 

tools have been found on the lower slopes. The extent of an aboriginal 

presence is evident in the numerous middens hidden under the Botanical 

Gardens. 

I had traversed the contours on Table Mountain but my most significant 

walk on Mt Wellington was from the summit to the base. From the top of 

Mount Wellington I could sense a space that is familiar and relatively 

unchanged since I was a child. The area of Hobart and its environs is part 

of my history and in a true sense part of me. 

This particular walk was significant because on the descent the many 

memories of my childhood playground were re-visited in one trip. I 

remembered the freedom to explore and the many rich experiences shared 

amongst a large family, such as drinking from the streams and waterfalls 

along the mountain tracks, bracing myself against the wind and snow and 

enjoying the many activities available. Re-visiting the past in this way also 

had another effect; triggering a sense of loss that tends to cling to old 

memories of places I call psychological landscapes. 

There is satisfaction in the achievement of reaching the top of a mountain, 

certainly for the early explorers who raced to the top of hills to take their 

bearings. George Bass is recorded as having been the first European to 

climb Mt Wellington.36 He was circumnavigating Tasmania with Mathew 

Flinders and while Flinders viewed the great Derwent Estuary from Betsey 

Island, Bass attempted the summit of Mt Wellington. After all, they were 

on a mission and looking for the best vantage points to map the land and 

river. The journey and experiences along the way were important,  

…it became clear that the description of the world was subjective, that the 

observer and the observed could not be distinguished. Nature is as multiple 

as the eyes that see it.37 

In my own work I walk to observe evidence of cultural layering that is 

mingled with nature making a place unique, thereby ‘Representing the 

world truthfully [which] requires more than composing a view.’38  
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By exploring the complexities of cultural landscapes in Cape Town and 

Tasmania I noticed similarities between both places. Cape Town sits on a 

narrow coastal strip of land caught in a temperate climate and Tasmania, 

an island, is isolated in its own temperate zone. Both locations have 

attracted travellers because of their spectacular scenery and comfortable 

climates and both sites have and still do inspire many writers and artists to 

subjectively interpret aspects of their landscapes and histories. 

Indigenous populations were displaced around both mountains. They were 

misunderstood, exploited, driven away and decimated as colonial 

infrastructure was created in the light of European economic, urban and 

rural ideals. 

Such iconic and psychological landscapes are often expressed as poetic 

metaphors for emotions that we feel and need to interpret in the face of 

historical events and personal experience. For example Peter Conrad, who 

felt oppressed by Tasmania described the island state as, ‘a raft of rock 

buoyantly adventuring through nowhere’.
39

 Like my mother I too feel that 

Tasmania embraces a melancholy as a result of its colonial past. However 

its inherent isolation and aspects of my childhood discussed above, plus 

the island’s landscapes will always hold their grip and work their allure.  

My recent travels have opened up new opportunities, personal connections 

and deeper insights into the cultural and psychological meanings attached 

to both places. 
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A   C A P E   T O   A N   I S L A N D  

A R T   A N D   P L A C E 

The artist cannot plan like the scientist. His imagination is fired with a 

vision which he must express. This is the emotional temperamental 

intoxication which he must somehow retain while his mind calms down to 

the cold practical work of execution with brushes and pigment. He has to be 

both drunk and sober at the same time.1 

Artists taking part in the history of discovery must have felt this type of 

‘intoxication’ associated with the hope of finding new and undiscovered 

lands. Emotions were probably further heightened due to the time and 

effort required in reaching the far south. However, colonial artists were 

trained to be scientific and meticulous in recording arrivals, departures, the 

fleet, events, local inhabitants, fauna and flora as their work was the only 

visual record of important historical events and as such was instrumental in 

defining new places. They first viewed new landscapes with eyes familiar 

with images of their own country and when thrust into unfamiliar 

environments drew upon their inner resources to interpret and represent 

the unfamiliar. It was natural to look for similarities and differences and to 

first build upon their accumulated knowledge and experience. Individual 

styles developed over time reflecting artistic fashion, political environments 

and cultural expression. 

This research engages with connections and interpretations of these places 

where many cultural structures remain today as evidence of times past. 

Following this chapter focuses on Tasmanian and South African colonial and 

contemporary artists who have responded to the environment where they 
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live and where many have been engaged in pressing environmental and 

social issues. There is paradox in many of the works where the extinction 

of species, environmental devastation and the alluring qualities of nature 

exist together. My hope as an artist lies in being able to communicate 

personal connections to my surroundings but also in alerting others to the 

devastating effects of cultural indifference towards the environment. ‘Living 

and connecting to world’ is an overarching term that incorporates such 

connections.  

It is appropriate to begin with a focus on the hope that is felt by those who 

are starting afresh and provided with unusual stimulation. Tasmania is well 

known for its natural attractions and colonial artists such as Joseph Lycett 

and John Glover as well as contemporary artists like Raymond Arnold and 

Tim Burns who have tried to express what it is that makes the place 

unique.  

Convict and colonial artist, Joseph Lycett brought the raw and unfamiliar 

landscapes within the colonists’ understanding when he depicted the early 

settlements of New South Wales and Van Diemen’s Land intended to 

impress those back in England. Accomplished colonial artist John Glover 

too depicted Tasmania’s distinctive landscape in his paintings, sometimes 

including groups of Aborigines. Both Lycett and Glover witnessed first hand 

the decline of the Tasmanian Aborigines. 

Both artists painted Mount Wellington from the Eastern shore. Lycett’s 

watercolour, Distant View of Hobart Town, Van Diemen’s Land, from 

Blufhead
2
 (Fig.11, p128), was painted in 1825. The painting is picturesque 

and the artist represents the landscape as still and calm and more like 

England than a rough new colony. Everything is ordered and at peace, 

embraced by Mount Wellington folding behind the tiny settlement, showing 

only idyllic settled life. While true to the geographical subject, Lycett has 

depicted the ‘distant view of Hobart Town’ and surrounding countryside as 

a familiar pastoral scene. The water of the river Derwent, caught in 

characteristic Tasmanian light, is painted to look like glass. Figures can be 

seen as calmly going about their business, suggesting that everything is 

success and serenity in the new colony. The artist’s watercolour style, his 

choice of subject matter, the way he framed the view, the time of day and 
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weather conditions, developed a mood that contributed towards viewing 

Tasmania in this way. The artist wanted to impress The Right Honourable 

Earl Bathurst, His Majesty’s Principal Secretary of State for the Colonial 

Department. Lycett’s pictures were possibly the first advertisements for 

Tasmania, as his work was meant to encourage, or lure, many to hope for 

opportunities with the aim of settling there.
3
 Lycett also painted accurate 

depictions of Aborigines living in the Newcastle area of NSW to allay the 

fears of potential settlers; ‘images of the Awabakal portray them as 

athletic, interesting, intelligent, social people with whom it would be easy 

to enjoy interacting.’4 

John Glover, emigrated from Britain to Tasmania in 1831. He was hopeful 

and intent on extending his artistic career in the new colony and 

established a farm at Mills Plains in northern Tasmania. He rose to 

prominence and contributed a great deal to cultural life in the State. 

He was a remarkable, eccentric man. More than six feet tall and weighing 

over 18 stone, with two club feet, he rose from rural obscurity to become 

one of England’s most widely admired painters, a significant art scene 

operator, a wealthy man and the familiar of aristocrats. Energetic, good-

humoured, mischievous and something of a ladies’ man, he was an 

inveterate traveller, a keen musician, a connoisseur of poetry, a tamer of 

wild birds and a collector of old razors.5 

Glover wrote to his patron Sir Thomas Phillips that, ‘the expectation of 

finding a new Beautiful World – new landscapes, new trees, new flowers, 

new Animals, birds, &c &c. is delightful to me.’6 

Glover particularly responded to the characteristic curve of the eucalypts 

found in the northern Midlands. Ian McLean writes that, ‘Aborigines and 

eucalyptus trees are examples of the ‘curiosities’ that intrigued him, 

providing him with a distinctive sense of place.’7 These ‘curiosities’ embody 

the allure of the new and exotic that he may have sought out. His artistic 

style certainly changed and developed due to his new surroundings. I 

recognize in his paintings the country around Mills Plains. John McPhee’s 

argument is convincing when he suggests in The Art of John Glover, that 

Glover may have felt respect for the displaced Aborigines because he could 

see that they had a personal dignity and an empathy with the land. McPhee 
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finds in Glover’s painting, The Corroboree of Natives, 1846, painted near 

the end of his career, ‘a sad realization of their eventual fate and a pathetic 

remembrance of those gay and happy corroborees of the past’.
8
 

When Glover presented one of his works to the protector of Aborigines, 

George Augustus Robinson in November 1835, he wrote, 

The figures are too small to give much likeness – my object was to give an 

idea of the gay happy life the Natives led before the White people came here 

and also to give an idea of the Scenery of the Country – the View is at the 

River Jordan just below Brighton.9 

McLean argues that ‘by depicting the Aborigines happily at home in their 

land, Glover also reminds us of whose land this is, thus countering the 

doctrine of terra nullius’.
10 The fact that the Aborigines indeed occupied this 

land is also suggested in his painting Mount Wellington and Hobart Town 

from Kangaroo Point 1834 (Fig.12, p128). Early in the twentieth century, 

the Masons were attracted to live on the eastern shore, near Kangaroo 

Point. They wanted to be able to see the mountain, rather than settle in its 

shadowy foothills near the city. The Aborigines had long departed by then.  

In Glover’s painting though the foreground group of Aborigines is cast in 

shadow by overhead clouds, whilst the area of Hobart over the river is 

depicted in bright sunlight as if to describe the shift in cultural power. The 

great Derwent River acts as a metaphor for the last gap of separation 

between the two groups – the distance can be felt and also seen to be so 

close. McLean points out that ‘Glover was clearly interested in the contrast 

between the two societies, and the pictorial metaphors he used show that 

he had no doubts where the future lay’.11 The artist implies that the land is 

already lost to the Aborigines, a tragic loss of hope. 

McLean determined that there were others as well as Glover, who 

witnessed the treatment of the Aborigines in Tasmania and were 

appalled by it. 

Even the most high-minded men who protested against the grotesque 

treatment of Aborigines could not escape the meta-trope of melancholy. In 

Tasmania they included Lieutenant-Governor Sir John Franklin, the 

Reverend John West, the educator, James Bonwick, the Aboriginal 

Protector, George A. Robinson, and the painter, John Glover. When exposed 

to the reality of frontier life in Australia such men were moved by the 

melancholy of the noble savage fallen before civilization.12 
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McLean, ‘Figuring nature’, p122 
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A sense of melancholy persists surrounding the treatment of the 

Tasmanian Aborigines, as in the case of my mother, Lulu Piggott, who felt 

the weight of the State’s shameful past.13  

The first Tasmanian born artist, William Charles Piguenit, went to great 

lengths to paint many aspects of Tasmania. His paintings were popular 

during his lifetime partly because they evoked the allure of relatively 

unknown and sublime regions of the wilderness and the emotions of fear 

and awe relating to those places. In an attempt to address the challenge of 

Tasmania’s terrain Piguenit sketched his subjects first hand. Also, in 

constructing his paintings, he exaggerated the depth of field in order to 

aggrandise natural features such as lakes and valleys. His romantic picture, 

A Mountain Top, Tasmania, c.1886 (Fig.13, p128), is a composite of 

several mountains that emphasise the qualities associated with an isolated 

and dangerous place. Reflections of the dark and foreboding clouds on the 

still waters of the Lake suggest unseen dangers to come. A Mountain Top is 

reminiscent of Caspar David Friedrich’s romantic landscapes that embody 

man’s awe of nature. Friedrich’s painting, The Wreck of the Hope, 1824
14

 

(Fig.30, p139), for example, shows rugged shards of ice that demonstrate 

Nature’s might and power and ability to destroy the ship and the lives on 

it. The name of the ship is Hope, a name given to ships quite often in the 

eighteenth and nineteenth centuries. Friedrich has captured the 

impossibility of escaping from the wrath of the wild sea in remote and icy 

regions. The painting embodies the fear and dread of disappearing without 

a trace. Both artists have expressed the dangers associated with isolation 

and remoteness. It is akin to being lured into dangerous places to test 

oneself. Hope is focused on arriving safely but also in being transformed by 

the experience of the journey in some way.  

Lycett, Glover and Piguenit were viewing the landscape from different 

perspectives but each focused on the alluring qualities of Tasmania. As an 

early settler, Lycett was intent on picturing Tasmania for those back home. 

The pictures implied that it was possible to be tempted by, and to hope for, 

a successful life in a place not unlike England. Glover was certainly hopeful 

in developing new work and his own career, inspired by the ‘curiosities’ 

around him. While Piguenit, in the style of the Romantics, was lured 
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instead to the awe-inspiring wilderness, that is, the physically challenging, 

dangerous and relatively unknown places. 

 CONTEMPORARY TASMANIAN ARTISTS  

The allure of Tasmania’s landscape continues to attract artists from other 

places and many have stayed, including printmaker Raymond Arnold, who 

had moved to the island to teach at the Tasmanian School of Art in Hobart 

at the same time as the controversial damming of the Franklin River. 

Arnold is an experienced artist and bushwalker, familiar with Tasmania’s 

varied landscape and history. For similar reasons to myself, but travelling 

in the opposite direction, he left his home in Melbourne filled with hope for 

a different lifestyle. He was searching for independence and a personal 

identity in Tasmania. 

Arnold explained in an interview that walking is experiential, a struggle, 

laborious, exhilarating and a sublime pleasure but that printmaking 

happens after the event and is reflective, laborious and meditative.
15

 He 

too expressed the duality of being ‘both drunk and sober at the same time’. 

In other words, he reflected upon the feeling of exhilaration associated 

with the creative process, tempered with the need for control and practical 

application. Other artists, like Arnold, as did Piquenit, have used their 

direct experience of walking in the bush as inspiration, and as a 

consequence their work has helped to keep alive the knowledge of 

significant natural places. Arnold’s etching Imaginary Landscape Eighteen 

Months in Tasmania, 1984 (Fig.14, p129), epitomises Tasmania’s rugged 

and mountainous country with which he is so familiar. He described, in our 

interview, the area around the Franklin River, Frenchman’s Cap range and 

Federation Peak as a glaciated landscape made up of quartzite rock. 

I can see Macquarie Harbour, the sea, the Franklin River and think about 

the convicts escaping across its shoulders and dying in the valleys as well 

as Lady and John Franklin who struggled in the valley down below.16 

Maybe Piquenit had similar thoughts, but drawing inspiration from the 

Frenchman’s Cap range, Arnold’s imaginary landscape goes further to 

represent his experience, impression and time spent in Tasmania. 

Photographer Jack Hurley, captured in a photograph taken in the 1930s, 

Climbing Federation Peak, a viewpoint and geological detail that documents 
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a visit.17 Arnold’s etching is a composite of eight plates, stitched together 

and measuring 400cm across. The panoramic view emphasises the extent 

of mountain while the attention given to specific features represents the 

complexity of weathered rock. The detailed chiaroscuro seems to suggest 

the vulnerability present in wild places. Arnold spent years scratching his 

etching plates, an activity mimicking the effort and hardship experienced 

walking Tasmanian country. An artist’s mood can often be captured in a 

work particularly when they grapple with the physicality of weather and 

isolation. Arnold feels connected to Tasmania’s landscapes and his hope is 

in being able to continue to be emotionally and physically charged by wild 

places. He is interested in Tasmania’s history and respects those who have 

worked and lived in the bush. Many in Tasmania are hopeful that forestry 

and tourism will be strictly regulated therefore lessening their negative 

impact. 

Sights, smells and sounds can be powerful triggers in remembering places. 

Arnold recalled the song of the Currawong as a welcoming reminder of the 

importance of a non-human or primal element in parts of Tasmania. 

As well as sounding welcoming, the Currawong’s cries also seem to be 

telling you to get out, or that it couldn’t care less about you. It’s an 

indifference, a melancholy concept but also reciprocal.18 

This melancholic sentiment and nature’s resounding indifference is 

explored in my photographs of Lake Pedder. The solitude of wild places can 

be confronting, profound and a stimulant for the kind of moody reflection 

that I experienced during my visit in 1974. Whilst photographing the lake 

from a light aircraft I felt the weight of the impending loss to come 

emphasised by the hope engendered by its existence. The wing of the 

plane dissects the corner of the picture suggesting that man-made changes 

are on the way. My work often picks up on a disjunction or dis-ease 

between nature and human intervention, linking hope with loss. When a 

landscape is useful or even beautiful it is vulnerable to being destroyed. In 

other words, wild places elicit hope for mankind but when man is present 

that same landscape can be ruined. This is what I wanted to show in the 

photographs.  
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Arnold expressed a need for control personally, as well as in his work. 

When asked if walking is a way of controlling the mind, he replied that 

while making art he is progressing personally through it. 

You’ve got to filter first and decide what bit of it to react to, the process 

and how much of it you can accommodate and whether it is people or 

landscape.19 

He contemplated the need for control as well as moments for letting go. 

As an artist I am interested in motif and then structure and then an order. 

Using my art to both order and structure my life but also to try to find 

structure in the art itself, a system and something logical as well as 

poetic.20 

He spoke about the Remarkable Caves on the Tasman Peninsula as ‘being 

formed by nature’ and the Iron Blow in Queenstown as ‘a sort of human 

ant hill’.21
 The Iron Blow is like an inverted anthill that spirals downward, 

the mark of years of ordered digging symbolising commerce and obsession. 

Because of the mining activities, nature was interrupted but even so a 

strange attraction exists. The deforestation of the surrounding mountains, 

that the smelter caused, attracts locals and tourists alike. They are drawn 

by the lure of the colourful hills, caste in vibrant hues. Arnold feels 

connected to these landscapes that signify a specific history and place. He 

is attracted to such strong motifs because their visual allure provides 

material for his work. The Remarkable Caves on the other hand, were 

formed by the force of the open sea at the very tip of the Tasman 

Peninsula. In places like this it is possible to feel nature’s power in the 

swell of the ocean where the waves hit the hollow of rock from which the 

caves have been formed. I have been lured over the fence and into the 

open cave and experienced an element of fear because of inherent 

dangers. At times like this perception and focus are heightened. 

You identify with the landscape, you see your footprints, you walk through 

it, you tread that ridge, and you appreciate which contour to stay on, which 

angle to approach a certain valley. You make identification with the space.22 

Like Arnold, Tim Burns is another Tasmanian artist who connects to his 

place and paints where he lives. 

The place that I live in seeps into my paintings; it happens in a very 

subliminal way. Water is, and always has been, a big part of my life, both in 

Tasmania and Sydney. I find it incredibly comforting on a very deep level.23 

Burns’ studio is situated in the Huon Valley south of Hobart, and from here 

the artist can see Mount Wellington against the skyline in the far distance. 
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Burns is motivated to paint by the love of where he lives. Water, 

mountains and bush pronounce an isolation that contributes to the poetic 

quality of his work. He is attracted to paint the places that surround him 

and is opposed to logging the hills in the southwest. His hope is in 

preserving the wooded skyline. 

The Tasmanian bush resonated strongly in Burns’ paintings that were 

exhibited in 2005 at the Dick Bett Gallery in Hobart. The artist’s simple 

forms and darting regular brush strokes depicted dappled light and stands 

of gum trees. Burns’ paintings reminded me of the ominous vulnerability of 

Tasmanian forests.  Darkly Silent, 2005 (Fig.15, 130), was a painting with 

a highly disciplined structure conveying stillness and the poetic essence of 

the country. The forms of the trees seemed evocative of human presence 

and there was a sense of individuals amongst the group. Strong horizontals 

and verticals created a sense of stability inviting the viewer to push past 

and through them and therefore into the artist’s private place.   

Similarly, David Stephenson in Drowned No16, Lake Gordon, Tasmania, 

2001 (Fig.16, p130) has focused on the verticals that he saw in the 

landscape. Unlike Burn’s verticals that suggest continuity, Stephenson’s 

verticals emphasise Nature’s loss of hope. Drowned trees are seen 

stretching the remnants of their branches above the water where there is a 

measure of depth below the surface. Grey clouds hang overhead, 

highlighting a mood of deprivation and devastation. Stephenson has 

captured a gloomy temper visible in the distilled structure of horizontals 

and verticals of black sticks that are inscribed against the sky as well as 

reflected on the lake. Lake Gordon appears poetically mysterious under a 

veil of misty and deathly silence. 

My photograph, Lake Margaret (Fig.17, p131), also describes the 

devastating effects of the flooding of a valley. I too was lured to a place 

damaged by man’s intervention. There is poetry here too in the lifeless 

stumps of dead trees that sit bleached and colourless against the rich black 

soil found at the bottom of the Lake. The trees died when the area was 

dammed and flooded but were revealed again when the waters receded 

during a dry period.  

The allure inherent in these places is heightened by a melancholy and 

sadness. The effects of destruction can be compellingly tragic, stimulating 

many to hope for the protection of other lakes, for example. 
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Sometimes elements of nature are seemingly destroyed but grow again 

when an opportunity arises. My Edge of Change photographic series 

(Figs.56-61, pp155-160) speaks of the pathos evident when nature 

struggles against persistent cultural structures. In these works the hope 

lies in the way nature breaks through, to spring forth and start again. 

Japanese artist, Kaoru Motomiya visited Tasmania as an artist in residence 

in 2004 and was struck by the destruction of the forests and the extinction 

of native animals such as the Thylacine (Tasmanian Tiger). 

I thought that the twenty first century would be a time when what was lost 

or destroyed in the past would be restored. This is because the twentieth 

century (and earlier) saw a great deal of destruction.24  

From this remark it seems that Motomiya in her installation, Metabolism 

(Fig.18, p132), part of an exhibition Living Together is Easy at the National 

Gallery of Victoria in 2004, felt the need for hope. While she observed 

some of Tasmania’s environmental problems she focussed on the 

possibility of restoration and regeneration. Current scientific experiments 

take DNA from extinct Thylacine foetal specimens, but hope is tentative. 

The specimens are housed in the Tasmanian Museum and Art Gallery 

where they have been sourced for the purpose of cloning the animal. The 

DNA is intact because the specimens were preserved in ethanol and not 

formalin.25 In her artwork, Motomiya places a paper sculpture of a 

Thylacine (Tasmanian Tiger) known as Benjamin26, on a pile of shredded 

paper. The animal is watching the screening of large trucks grinding along 

a highway carrying the naked carcases of old growth forest logs and an 

image of an expanding woodchip pile. Much of Tasmania’s woodchips go to 

Japan, her home country, to make paper. The artist’s choice of materials 

was profoundly apt. Her paper installation was pale in colour and delicate 

in form emphasising the ephemeral in nature.  

When he was a young boy, my father, Bruce Piggott, passed by 

‘Benjamin’s’ cage every day when he went to play with the son of the 

owner of the Beaumaris zoo. He recalled how the animal paced back and 

forth out of lonely frustration and boredom. My father’s account of 

                                                
24
Kaoru Motomiya, Metabolism, in Living Together is Easy, exhibition catalogue, National 

Gallery of Victoria, Ian Potter Centre, 2004, p54   
25
 David Owen, ‘Beating a Seventy Year Hiccup: Cloning’, in David Owen, Thylacine The Tragic 

Tale of the Tasmanian Tiger, Allen & Unwen, Crows Nest, 2005, pp178-185 
26
Benjamin is a name commonly used in describing the last Tasmanian tiger. However as part 

of the display of Thylacines (Tasmanian Tiger) at the Tasmanian Museum and Art Gallery it is 
stated that no Thylacines housed in the Beaumaris Zoo had names. The last animal died in 

captivity on 7th September 1936. In film footage of the Thylacine, the animal gapes (75 
degrees), apparently revealing its fear and anxiety. 



 70

‘Benjamin’s’ plight is an example of how dangerous indifference can be and 

how, in this case, it led to the extinction of a species. It is significant that 

the romantic and sad memory of the Thylacine has inspired a new 

generation to try to re-create the species with contemporary science. 

Even though the artist felt hopeful for the emergence of a ‘new’ Thylacine, 

her installation stimulated feelings of regret. Motomiya found inspiration 

from destruction and her intention was to make others aware of the 

numbers of trees that need to be felled to make paper. The irony is in 

needing to show the shocking picture of nature destroyed to motivate 

others to take action.  With each generation ideas change providing the 

possibility of new hope.  

The artists discussed in this chapter depict their world and question the 

way we view, connect with and alternatively destroy our surroundings. 

Some have hoped that their art will communicate the importance of 

pressing environmental concerns, stimulating interest in protecting nature 

and animals, thus providing the possibility for future generations to live 

and connect to their world. 

 

ART IN A SOUTH AFRICAN CONTEXT 

…it can be argued that the language of art has opened up new meanings 

and new ways of understanding, often leading the debates around 

transformation.27 

The result of colonisation for indigenous cultures amounted to a loss of 

hope for many in South Africa. Fortunately the end of apartheid meant a 

renewal or new hope in a changing South Africa as did the public apology 

by the Australian Prime Minister in 2008 offer new hope for indigenous 

Australians. As a result of colonialism, hope, despair and commerce are 

imprinted on the land of both countries. Artists have taken part in the 

recording of our history and links have been made between Britain, South 

Africa and Australia. During exploration, hope for new opportunities and 

the allure of unknown places was on the wind. Transportation to Australia 

must have seemed like a loss of hope for some, but we know in hindsight, 

turned out to be advantageous for others. 
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An exhibition in 2005 at the Museum of Sydney titled Cape Town Halfway 

to Sydney 1788-1870, which included treasures from the Oppenheimer 

family’s famous Africana collection, was significant in providing a colonial 

map of trade history between South Africa and Australia.
28

 As the 

exhibition highlighted links in the colonial past between Cape Town and 

Sydney it provided a timely contribution to my research. In her exhibition 

essay, Susan Hunt, Senior Curator at the Museum of Sydney, wrote that, 

Together, these works capture a particular British way of seeing, 

documenting and living in the far-flung corners of the Empire in the first 

half of the 19th century.29 

This is particularly evident in the work of those early colonial artists 

onboard the south bound ships whose job it was to visually document the 

landscape of the far-flung parts of the Empire. Artists such as William 

Bradley interpreted new landscapes within the context of the artist’s 

military training, evident in the meticulous geometric quality of their works. 

Their job was to record important events within the context of far away 

places and unfamiliar landscapes, evidence that needed to be interpreted 

and understood by those back home.  

In his journal Bradley painted a small but potent watercolour that was a 

highlight of the exhibition. The artist was the first lieutenant on the naval 

ship HMS Sirius, which sailed from London to Port Jackson between 1786 

and 1788. The painting, Voyage to New South Wales, December 1786 – 

May 1792 was neatly composed sideways on one of the pages. The image 

recorded the First Fleet anchored in Table Bay at the Cape of Good Hope in 

November 1787. They were undertaking a journey fuelled by the hope that 

accompanies the establishment of a new colony. Their hopes were many 

including being able to survive the journey and to provide ongoing food for 

everyone in the new colony. Ironically for the prisoners on board the ships, 

the Cape of Good Hope was to represent for them a loss of hope and only 

reinforced their despair. The First Fleet appears vulnerable and small in 

Bradley’s little picture defying the immensity of the occasion.  

Bradley’s picture does not and cannot depict the conditions and discomfort 

of the prisoners below decks who were held up at the Cape for months. But 

on the accompanying page to his picture he wrote of the harrowing sight of 

the Dutch hanging posts lined up along the shore at Cape Town. 
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Captain Arthur Phillip was disappointed with the Dutch authorities he 

believed over charged him for provisions. The First Fleet, nevertheless, was 

heavily laden with food for the new colony.
30

 The artist Francis Wheatley 

captured the character of Arthur Phillip in a small portrait, Captain Arthur 

Phillip, 1786 that hangs in the National Portrait Gallery in London and 

portrays the Captain before he led the 11 ships to Australia. Viewers can 

only imagine the difficulties that would face the first Governor of New 

South Wales but the artist does portray him as a heroic figure standing in 

the foreground while in the background a tall ship keels gently in the 

distance. His expression and composure instils confidence for success and 

is of masterly dignity fitting of his rank and commission. 

 A link can be made between South Africa and Tasmania with the Dutch 

explorers, and in particular with Abel Tasman. The Dutch settled in Cape 

Town, South Africa in 1652. But while working for the East India Service, 

Tasman sighted Van Diemen’s Land as early as 1642. He named the island 

Anthony Van Dieman’s Land after the Dutch Governor.  

Interest in the austral world from the late 1660s was in the main stimulated 

by published accounts of Tasman’s first voyage, ‘the real motive of (which) 

was the speculative hope of finding wealthy lands in the south and east – a 

hope clearly expressed in the [VOC] resolution’.31 

In 1637 Gerritsz painted a portrait of Tasman before he left on his journey 

to Batavia (now Indonesia).32 The portrait exposes the status of an 

important and respected explorer. There is a feeling of anticipation and 

hope about the picture as the explorer is intent on fulfilling his commission. 

His wife suffers a different anticipation, as it will be some time before she 

sees her husband again. The viewer is reminded of the significance of 

Dutch exploration and commercial enterprise: 

Over a period of 200 years the Vereenigde Oostindische Compagnie (VOC) 

– Dutch East India Company, sent more than a million people from Europe 

to Asia, and engaged in trade in an area stretching from the Red Sea to 

Japan.33 

Another painting of Tasman, Portrait of Abel Janzoon Tasman, by an 

unknown artist from the 1640s is in the colonial collection at the 

Tasmanian Museum and Art Gallery in Hobart. The gaze of the sitter 

suggests the pride, courage and dignity of the man. In 1856, and to 

honour Tasman’s discovery, Van Dieman’s Land was renamed Tasmania. 
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In the nineteenth century colonial artist Thomas Baines travelled and 

explored some of the old trade and migratory paths. Baines was inspired to 

paint scenes in both Australia and South Africa. His painting, Gouty stem 

tree, Adansonia Gregorii, 58 feet circumference, near a creek south east of 

Stokes Range, Victoria River 1868, expresses the artist’s interest in 

particular objects found in the remote Australian landscape, in this case, a 

large tree.34 The journey must have been long and arduous but the artist 

was intent on experiencing for himself what the journey entailed, including 

the need to negotiate the many and unexpected problems on the way. He 

was an adventurer and he was there to paint what eventuated in the 

context of that country and time.  

Remembering the explorers of the past sometimes inspires those who 

follow. For example, contemporary South African artist, Keith Dietrich, was 

fascinated and drawn to outback country and he traversed the old cross-

country routes that have been in use for centuries. He re-traced several 

journeys across South Africa and the Kalahari Desert. Joe Dolby, in a 

catalogue article, described Deitrich as an ‘explorer-artist’.35 Dietrich’s 

work, A small miscalculation in Sir Francis Galton’s eugenics theory, 1996, 

watercolour on paper, follows a fascination with Galton, the English 

scientist and explorer, who made an extensive journey through southwest 

Africa between 1850-1851. Deitrich’s fascination for the exploration routes 

in Africa has resulted in many years of work on the subject.  

Lady Anne Barnard was the wife of the secretary to the first British 

governor of Cape Town and therefore the context of her work is situated 

during the first British occupation of the Cape. English born artists, such as 

Lady Anne Barnard, grappled with unfamiliar landscapes in South Africa. 

Hers was the view of a refined upper class privileged woman: 

In her pictorial representations of the Cape, she confronts the unfamiliar 

African landscape and turns the act of looking into an English lady’s point of 

view. 

Her landscape paintings raise a question that is central to almost all studies 

on South Africa: the issue of the land. South African politics has been 

predicated on this contentious and divisive matter. Patterns of movement 

by indigenous people, the settlement of the Cape, the transfer of power 

from Dutch to British rule, the arrival of the 1820 Settlers, the Great Trek, 

                                                
34
‘Thomas Baines was the official artist and storekeeper of the 1855 North Australian 

Expedition party. Baines made hundreds of sketches, recorded weather conditions and kept a 

detailed journal of daily life. This painting was completed in London 13 years after the 
expedition. The sheer scale of the native Boabab tree is emphasised by the two figures at the 

base.’ Exhibition panels, Ocean to Outback, Australian Landscape Painting 1850-1950, 
Tasmanian Museum and Art Gallery, Hobart, 2007 
35
Joe Dolby, ‘Calculated Tiptoeing’, in Emma Bedford, ed. A Decade of Democracy, p45 



 74

the Mfecane, apartheid resettlement – all these events signify the ongoing 

struggle between different peoples to live in southern Africa, use the land, 

make a living from it, exploit it, and own it.36 

Within this statement is the essence of all conflict relating to land. For all 

nations and their people, land is fundamental to survival and prosperity. 

The sight of degraded land elicits regret and heightens the tragedy of what 

has been lost. 

Barnard began painting at the Cape in 1797 and she accompanied her 

husband on several journeys into the wilderness but the focus of much of 

her work was on the inhabited landscapes and early life at the Cape. 

According to Arnold, 

South African landscape paintings have been interpreted by historians to 

authenticate events. They have also been co-opted by ideologues to prove 

that the land was empty, uninhabited and available for settlement, or that 

Africa was primitive and exotic.37 

 

This suggests that no matter what their intentions, South African artists 

were partly used by historians and ideologues to lead South Africans to 

view the land in the context of the white relationship with it. Barnard’s 

landscapes depict white settlements and therefore endorse late eighteenth 

century British colonialism. She chose to paint the everyday around these 

settlements and the adaptability of the new comers. Arnold claims that, ‘for 

her, [Barnard] place defines person, modifying and explaining behaviour 

and appearance’.38 On a visit to the top of Table Mountain she was 

overcome by the view and insisted that her party sing God Save the King, 

I felt more than I chose to trust my voice with, just then but I wished great 

George our King to have stood beside me at the moment, & to have thrown 

his eye over his new possessions, which we were thus taking possession of, 

in his name.39 

Colonial Tasmanian artists, Lycett and Glover, were inspired by another 

view and they too made their works reminiscent of England. They also 

included groups of Aborigines in some works choosing to show them as 

being a natural part of the surroundings and occupying the space in human 

scale against landscape scenes.  

Arnold notes that most 19th century colonial women artists at the Cape 

were travellers and only temporary residents, either travelling somewhere 

else or on their way back. They were expected to be inoffensive and 
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confine themselves to the recording of Victorian taste, domestic life and 

scenery.  

The first annual exhibition of fine art to be held in Cape Town was held in 

1851. For the annual exhibition of 1858 the Dean of Cape Town, Henry 

Alexander Douglas, delivered a paper declaring that, ‘It is the end of his 

[the artist’s] art to awaken great emotions by showing us great and noble 

truth’.40 

Emily Hobhouse arrived in South Africa during the period of the Boer War 

and was the only artist to focus on and document the results of a scorched-

earth policy, far from ‘noble truth’.41 Hobhouse painted the devastation of 

burnt earth and buildings as a way of venting her anger. She was 

especially outspoken over the concentration camps where displaced Boer 

women and children were housed and in 1927 she published War Without 

Glamour, including 21 of her paintings, recounting this aspect of history.42 

Her intention was to make public what she had witnessed, the shocking 

and challenging aspects of war in the South African colony. She hoped for 

empathy and assistance by revealing in pictures and words the terrible 

devastation inflicted on the Boers, especially the women, after their houses 

and crops had been burned. By strategic command the land had been 

deliberately burnt to destroy everything, and as a consequence the land 

was useless as well as the people left homeless and traumatised.  

As discussed above, early colonial artists like Joseph Lycett in Tasmania 

and Lady Anne Barnard in South Africa painted landscapes that seemed 

familiar or depicted familiar social behaviour reminiscent of home. However 

the exoticism of wilderness and indigenous people were also popular 

themes evidenced in the work of Charles Piquenit in the Tasmanian 

Wilderness and Thomas Baines in South Africa.  

 

SOME CONTEMPORARY VISIONS 

For the first time in their history, following the democratic election in 1994, 

artists in South Africa became free to address politics and history. There 

was hope for artists and others in being able to express and expose the 

horrors of the past, 
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Only when all of us can contemplate the history of atrocious events without 

the urge to retaliate in some way against whoever seems to be the progeny 

of the perpetrator, will the past recede into the past.43  

The politics of the past still haunts the present in South Africa but 

differences in cultural heritage, race and gender are now all openly 

embraced. For many artists their focus is on the cultural landscapes that 

contain people as part of a narrative of particular events. For example, 

contemporary artists, such as Senzeni Marasela and William Kentridge 

explore political themes such as, violent massacres and deliberate 

environmental destruction.  

In the catalogue for the exhibition A Decade of Democracy held at the 

Iziko, South African National Gallery in 2004, Rory Bester writes that it is 

time to move away from the pain of the past and to focus on hope for the 

future,  

…to what extent is a culture of remembering associated with dystopia, and 

a culture of forgetting with utopia?44 

At what point will museums, curators and artists believe that a debate over 

the future is as critical as a debate over the past?45 

Does Peter Schultz suggest in his sculpture Confessional, 1995 (Fig.19, 

p132) that redemption can be found? I see the seven antler trophies as 

symbolising the ruthless cutting down of man and beast. While inviting a 

confession, the minimalist sculpture seems strangely portable, a 

personalised altar. African American artist Fred Wilson, famously 

rearranged museum collections and assembled objects together in a work 

titled Cabinet Making 1820-1960 at the Maryland Historical Society, 

Baltimore. He emphasised the racial divide by placing four elegant colonial 

chairs in front of a whipping post that had been used in the Maryland jail. 

He also made references to colonial racism and social inequality with irony 

in Metalwork 1723-1880, where he placed a pair of slave shackles next to a 

series of Baltimore repousse silver goblets, urns and decanters. These 

contrasts are compelling as they demonstrate clearly the injustice of a 

harsh historical truth. This realisation is particularly uncomfortable as the 

work is cloistered within a privileged space.  

Inspired by the social, cultural and political commentary of artists like 

William Kentridge and Fred Wilson, I collected and joined unlikely pairs of 
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images together to emphasise the paradox of European and indigenous 

relationships inherent in colonialism, in a work titled Past Track (Fig.77-

77b, p169). They form post cards arranged along a wooden path to be 

metaphorically picked up and consumed. The allure of these images is in 

the many awkward social disjunctions and cultural cross-overs against the 

backdrop of specific landscapes.  

Senzeni Marasela faces the past in her untitled, 1997 work (Fig.20, p132), 

made from tray cloths that she has laced and beaded in traditional 

nineteenth-century style. On closer inspection, each cloth reveals a printed 

photograph of a political funeral in the 1970s and includes the phrase, 

‘Kafirs! Yes I know them. They are all the same’. This is a quote from 

Herman Charles Bosman’s short story about the siege of the Kekana 

people, 150 years ago, at Makapan’s Caves at Mokapane in the Limpopo 

area of the Northern Province of South Africa.
46

 The caves were named 

after the chief of the tribe, Makapan, who was present during the conflict 

between the Voortrekkers and the Ndebele.  

The connection with tray cloths and the tradition of tea drinking is explored 

in my installation, Point Hope (Fig.70-73, pp166-167), to make a colonial 

link between South Africa and Tasmania. I highlighted the paradox of 

tragic events juxtaposed against the privileged European habit of taking 

tea. Tea drinking was popular with Europeans in every colony. A 1910 

Hobart newspaper reads that ‘There is nothing more refreshing or 

invigorating than a cup of pure tea’.47 Marasela printed aspects of 

apartheid’s history on 19th century lace cloths to expose inequality and 

express her outrage of tragic events in her work. I use a lace doily as a 

symbol of white colonial privilege. My tray is black referring to the 

domination of black South Africans by white Europeans. The formal ritual of 

taking tea is evident in the many antiques that are passed down the 

generations, for example, silver trays, lace doyleys, delicate cups and 

saucers as well as the matching silver tea service. The treasured and 

expertly carved tea box (mentioned earlier) is testament to the 

exclusiveness of tea during the time of my grandparents and their parents 

and grandparents.  

The work of both Tasmanian and South African artists has impacted on 

how we view and politicise the landscape. For example, in Tasmania the 
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saving of the wilderness has elicited global political support and in South 

Africa the humiliation of many black cultures has aroused a global 

conscience. Art has played a role in these debates. Wilderness photographs 

were used to empower many to work towards saving areas at risk. Rock 

Island Bend, a photograph taken by Peter Dombrovskis, was used by the 

Tasmanian Wilderness Society to advertise the unique qualities of the 

Franklin River and it is generally accepted that the image helped to save 

the river.  

It can be argued that the work of the South African artist William 

Kentridge, (like Fred Wilson), has made visible the underprivileged and 

segregated peoples in South Africa. The strength of his series, Colonial 

Landscapes 1995-1996, lies in the way he challenges the viewer’s 

perception of the landscape as ‘lush and bountiful’.48 South African 

landscapes are disrupted by red pastel that simulates surveyor’s marks. 

These marks ominously warn of what is to come. Kentridge’s technique of 

drawing and erasing seems to parallel the continuous re-writing and 

erasing of elements of history. He addresses the devastating impact and 

consequences associated with social and environmental destruction. 

Parallels are drawn between the practice of apartheid and the exploitation 

of the environment. Kentridge refers to the constant changes in nature and 

uses them as metaphors for man’s selective remembering and forgetting. 

He counters the Arcadian views with the reality of a barren landscape 

ridden with mining and civil engineering detritus, elements that represent 

the fact of human passage and are historical traces of the history of South 

Africa. The landscape appears like a ‘drawn’ scene or an imperfectly erased 

‘text’ to be recovered and ‘read’ through. Furthermore, he contradicts the 

ideal of the empty landscape, by populating his barren wastelands of 

abandoned machinery and billboards with processions of labourers, thereby 

rendering ‘visible’ the erased and segregated population.49 

The artist says of his work, South Rand, 1989, 

Elements of landscape throw themselves up as appropriate and become the 

structure of a drawing. Pieces of a drawing lose their hold and must be 

removed. There are no points, geographical or moral, that I am trying to 

illustrate. The drawings are empirical, naturalistic. But they are approached 

with some sense that the landscape, the veld itself, holds within it things 

other than pure nature.50 

Kentridge’s figures are often placed within devastated and impoverished 

landscapes. They are the victims of social deprivation and the landscape 

supports the notion of psychological emptiness.  
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For me, cultural and psychological landscapes are those that have 

developed and changed through the continual shifting of populations as 

people hope to establish themselves and long for better futures. The 

democratic years have opened up debate and the transformation of the 

country is progressing rapidly. While political issues remain as dominant 

concerns in contemporary South Africa, artists are driven to communicate 

their own concerns about such issues, aiming for greater understanding 

and healing, such as in Sue Williamson’s installation, Messages from the 

Moat. The artist had 1500 bottles engraved with the name of a slave, 

birthplace, price and the name of the buyer and seller. She also placed in 

each bottle cut up stencilled pieces of canvas that looked like the paintings 

of old masters. Bottles and slaves were both treated like commodities.51 

David Stephenson captured in his image of Lake Gordon, the melancholy 

associated with dead trees protruding from a flooded lake (Fig.16, 130). 

Why was he drawn to this place, and what attracted, South African 

photographer David Golblatt to a tailings dump of asbestos fibres (Fig.21, 

p133)? Both artists expressed concern for environmental harm associated 

with commercial imperatives, but they were also inspired. They have not 

only documented an event but found poetry in adversity.  Goldblatt’s 

landscape appears empty even though there is a town near by. We soon 

find out why when on closer inspection we see the dangerous asbestos 

fibres scattered about the ground, left behind by a mining company in 

Owendale, Northern Cape: 

…these images expose the complex socio-economics of land that persist in 

post-apartheid South Africa, and raise questions about ownership, control, 

dispossession and displacement.52 

In William Kentridge’s Colonial Landscapes, we know too that there is 

something insidious being expressed here. The denuded mountains and 

open cut mine behind Queenstown or the dead trees in Lake Gordon in 

Tasmania, or blue asbestos on the ground in Owendale in South Africa are 

examples of how the landscape has been irreversibly changed. Images of 

these places fascinate us, especially their un-natural charm, but they also 

alarm us by showing the devastation and finality associated with loss. 

Issues surrounding social and environmental factors continue to be 

important, such as how the transformation of much of the land by colonials 
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changed the lifestyle and conditions of indigenous cultures forever. As a 

result of colonialism melancholy seems to linger in South Africa as it does 

in Tasmania. Early on in Tasmania’s history John Glover expressed his 

sadness at the loss of groups of Aborigines living in the bush. And, more 

recently, many have shown concern over the continuous and relentless 

logging of the old growth forests, not to mention the extinction of the 

Thylacine.  

South African colonial artists, such as Lady Anne Barnard and Thomas 

Baines depicted the land as white and occupied on one hand or exotic on 

the other. Contemporary artists William Kentridge and David Goldblatt, 

encumbered by their history, address concerns that continue to revolve 

around pressing political problems such as contested land, social issues 

and housing shortages. In Cape Town I witnessed the largest contrast 

possible between the wealthy and the thousands who squat on the land on 

the edge of survival.  

Geoffrey Blainey writes in This Land is all Horizons that, ‘A nation, or a 

civilization, is more likely to embrace nature when most of its people have 

reached a comfortable standard of living.’53 These words resonate for me 

because I saw the desperate social conditions for thousands of displaced 

refugees and poor South Africans. All they have for survival is a small 

patch of land where they squat. The camps stretch for miles and 

individuals in this situation are not in a position to be concerned about the 

health of that land. Hope for the future is in economic and social justice. 

The subsequent health of the environment will in turn provide added hope 

for survival.  

Several of the artists discussed in this chapter have been instrumental in 

arousing awareness of landscapes in far away lands, social inequalities and 

the vulnerability of people and places. Exploration, discovery and 

settlement have meant advancement for some and marginalisation for 

others. It is significant that while European colonialism opened up 

opportunities for adventurers, it also resulted in the displacement of 

indigenous peoples. 
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Chapter 5 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
W A L K I N G   L A N D   A N D   A R T 

When you give yourself to spaces, they give you yourself back; the more one 
comes to know them, the more one seeds them with the invisible crop of 
memories and associations that will be waiting for you when you come back, 
while new places offer up new thoughts, new possibilities. Exploring the world 
is one of the best ways of exploring the mind, and walking travels both 
terrains.1 

This chapter traces some of the creative ways that hope for survival is 

expressed. The history of settlement is testament to the importance of 

needing to feel connected and to belong to places.  

Responding to land was bound up in cultural attitudes when colonists travelled 

the globe searching for new land to own and settle. What drove them was 

complex and was likely to include the need for adventure, the ambitions of a 

nation, the needs of science and for opportunity, for example. Slow journeys 

by ship, or on foot, allowed time for contemplation and unexpected 

encounters, while engagement with the surroundings was a good ‘way of 

exploring the mind’. Their efforts in clearing and re-forming the land were 

relentless.  

Oceans by their nature are seemingly endless, daring travellers to venture 

over the horizon to what appears to be into nowhere. Colonial artists 

responded to the spatial aspect of landscapes on their travels and 
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contemporary artists, such as Raymond Arnold and William Kentridge, express 

the emotional, historical, and cultural aspects of environments aiming to 

communicate what they see and feel about land, place and space.  

Interactions with nature are collaborative and cyclical by necessity. Processes 

such as regeneration and degeneration, or birth and death, can be used as 

metaphors for the cause and effect of migration and travel. Such cycles are 

driven by ideas and imagination and sometimes result in a loss of some kind 

due to the unforseen impact that large populations have on the environment, 

for example. The land itself metaphorically beats with a cyclical rhythm of 

hope and loss. But it is because of an innate knowledge of the movement of 

these circular patterns that hope and inevitable loss can be expressed and 

overcome.  

In my past I knew that my uncle was hopeful for the survival of his family on 

the land. Several of our relatives lived in the country and so on our visits we 

often walked the land – to the top of a ridge, to the creek, to check on a mob 

of sheep or go to the shearing shed. Stretching our eyes as well as our legs 

promoted a feeling of connectedness to those places. There is a feeling of 

abandon remembered from innocent and persistent play at the beach or in the 

bush. This is a solitary pleasure that continues to be enjoyed by walking and 

connecting to nature. These are core influences that determine personal 

directions and provide the ‘crops of memories and associations’ that persist. 

For understanding our place in the world, ecological information is thus 
primary, processed information secondary. It is this relation between 
primary and processed experience that has been disrupted and 
degraded by modern life.2 

Because of the environmental nature of my research this chapter begins with 

acknowledging those who were close to nature when they built with earth or 

mud. They developed an understanding of the natural world.  

My research includes an investigation into the work of some of the land artists 

who have made art outdoors and away from the traditional gallery exhibition 

space. Some found the allure of isolated places inspiring and others were 

drawn to disused or non-sites. Robert Smithson, (USA) and Walter de Maria, 

(USA) hoped to work directly with natural elements, such as rocks, soil and 
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water.  British artist, Andy Goldsworthy, has also utilised materials specific to 

place. There are artists too, like Mel Chin, (USA) who have utilised plants that 

soak up toxic waste and Joseph Beuys, (Germany) who planted thousands of 

trees. Their expansive imagination and commitment to an idea as well as the 

performative aspect gives their work power and authority.  

This chapter investigates artists who connect walking with art making, 

including Paul Carter, Richard Long and Hamish Fulton. Rebecca Solnit in her 

book Wunderlust claims that the ancient Greeks identified walking as an 

essential element of the thinking process. 

Greek architecture accommodated walking as a social and conversational 
activity. Just as the Peripatetics took their name from the peripatus of their 
school, so the Stoics were named after the stoa or colonnade, in Athens, a 
most unstoically painted walkway where they walked and talked. Long 
afterward, the association between walking and philosophizing became so 
widespread that central Europe has places named after it: the celebrated 
Philosophenweg in Heidelberg where Hegel is said to have walked, the 
Philosophen-damm in Konigsberg that Kant passed on his daily stroll, and the 
Philosopher’s Way Kierkegaard mentions in Copenhagen.3 

Solnit asserts that philosophers who saw walking as integral to their thinking 

have developed some of the most significant philosophical theories. This 

includes philosopher Jean-Jacques Rousseau who thought and wrote about the 

importance of walking to his own intellectual development,  

Never did I think so much, exist so vividly, and experience so much, never 
have I been so much myself – if I may use that expression – as in the journeys 
I have taken alone and on foot. There is something about walking which 
stimulates and enlivens my thoughts.4  

Personally I have found that walking on wooden paths and/or muddy tracks 

stimulates my thinking. Inspiration and ideas have developed when feeling 

both engaged with and detached from the surroundings. In other words being 

at once absorbed as well as transcending nature. 

The path is an extension of walking, the places set aside for walking are 
monuments to that pursuit, and walking is a mode of making the world as well 
as being in it. Thus the walking body can be traced in the places it has made; 
paths, parks, and sidewalks are traces of the acting out of imagination and 
desire; walking sticks, shoes, maps, canteens, and backpacks are further 
material results of that desire. Walking shares with making and working that 
crucial element of engagement of the body and the mind with the world, of 
knowing the world through the body and the body through the world.5 
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I endeavoured to bring this combination of specificities of place, man-made 

structures and direct experience into the sculpture, Hope Walk. (see Ch.6) 

Walking suggests a journey, leaving and arriving, there and back, coming and 

going or then and now. Sometimes a trip is stimulated by the allure of a 

particular landscape and hope is expressed in being able to reach it. The 

spiritual dimensions of hope can be experienced in certain places, for example 

when the rigor of a climb results in the satisfaction of surveying the 

surrounding country below from the top of a mountain. These physical allures 

trigger the psychological aspect of hope that keeps us energised and 

motivated to live. The future at these times seems full of potential.  

Direct experience means that there is no barrier between the adventurer and 

the country they traverse. This is quite different to seeing things from the 

window of a car, bus or plane. Being there involves the senses that are 

stimulated by the sounds of the bush, the smell of damp leaves and dry grass, 

for example. The specificity of place is experienced with spatial dimensions as 

in open flat country dominated by sky, or thickly forested tracks filled with 

details. Space by its nature is all embracing and some of the things that are 

remembered could be the feeling that precedes a storm or the dampness of a 

rainforest.  

Walter de Maria has created a sense of space with simplicity in his installation 

The New York Earth Room (Fig.37, p142) that brings a sense of the outdoors 

inside. However, walking is an activity that is undertaken to appreciate 

outdoor land art that by its very nature deals with place and space. Places are 

coloured by geographical and cultural history and spaces offer the opportunity 

to traverse, inhabit or interpret those places.  

 

SIMPLE BEGINNINGS 

From the earliest beginnings some nomadic tribes spread far and wide across 

the land first seeking shelter in caves and later settling in communities to 

grow crops and/or to raise animals. The materials of the earth were utilised to 

build their homes. David Bourdon, in his text Designing the Earth; The Human 

Impulse to Shape Nature believes that home building became art making by 
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the shaping of the earth into mounds, holes, caves, monuments, channels and 

moats as well as tilling, terracing and planting. He describes housing 

throughout West Africa as  ‘sensual, modelled with the skill and subtlety of a 

handcrafted ceramic vase and the walls embellished with decorative reliefs’.6 

Bourdon records remnants of past civilisations that link us to the development 

of human culture that has spread across the globe. The variety and 

inventiveness of people’s engagement with the earth extends from the ancient 

round pit houses in China to Cappadocia’s rock cut dwelling in Asia Minor and 

from the British medieval earth shelters such as souterrains, raths and 

crannogs to the underground settlements in Tunisia in Africa. The author’s 

study follows the universal need to establish a place. 

Earth Art made me look at the world around myself with newly opened and 
more critical eyes. I could now focus my attention on the formal and functional 
characteristics of many seemingly commonplace earthworks and consider them 
in a larger design context. I found much to admire in the way that farmers 
terraced entire mountainsides to make them agriculturally viable.7 

His book reveals an aesthetic that was influenced by the contours of the land 

and one that developed out of what a site had to offer in terms of building 

materials. Likewise the aesthetics of much land art seems to connect to the 

aesthetics of early functional buildings because of the use of common natural 

materials.  

Archaeological digs reveal shadows of the past and seem to accentuate times 

lost - the remnants of ancient civilizations that have become embedded in the 

earth only to be dug up and re-interpreted by successive generations. Artists 

too ‘dig up’ and appropriate the past as well as developing conceptual 

meanings out of place, as much for the absences as for the bits left behind. 

Evidence and wisdom then links us to past generations - our forebears and 

nature provides the backdrop. 

 

HOME BUILDING 

The experience of home building, gardening, walking and making art can 

provide many and varied opportunities to connect to surrounding country. 
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Many owner builders have created designs for their ideal homes and then 

proceeded to build them, quite often over a lengthy period of time. Because of 

practical necessities their work required considerable planning and knowledge 

of the local environment and natural materials. Their hope was to live more 

naturally and many succumbed to the allure of the bush. I helped to build a 

house out of mud in the 1980s at the head of the Indigo Valley in North East 

Victoria. We utilized materials at hand such as mud from the land, timber from 

the bush and windows from an auction room. This activity was resourceful and 

linked us in a unique way to those who have responded directly to where they 

live. The hills and valleys and the earth’s resources determined the shape, 

style and aesthetics of our home. 

There is an implicit satisfaction in rural life, and in back country life – at least 
for some people. The pleasures are numerous and the work is hard, and one is 
literally less alienated from one’s water, one’s fuel, one’s vegetables, and so 
forth. Those are fundamentals, those are ancient human fundamentals.8 

From the site of our mud brick house we also knew where the Koori tribes had 

gathered in the valley stretching out below. Walking and building on our land 

did contribute to an intimate understanding of our surroundings. We felt the 

hope associated with a spiritual dimension that was connected to our place.  

Mountains and caves were especially sacred. Lofty peaks suggest spiritual 
places, mediating between land and sky and offering the closest access to the 
sun, moon, and other heavenly bodies.9 

 

WALKING AND ART 

The evidence left behind of generations of mark making reveals the kind of 

hope that drives us all forward, especially when going through the process of 

establishing a place. The artists discussed below have combined walking with 

the making of their art. Each has interpreted what they see and feel in 

different ways, but they have all responded to the allure of specific sites and 

as a result have gained insight from historical, cultural and spatial 

perspectives of land. Walking is also required to explore the outdoor projects 

of many of the land artists discussed below. 
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More recently an artist touched the memory of a spiritual place in Melbourne. 

The ground design of the main plaza at Federation Square, Nearamnew10 

(Fig.29-29a, p138), acknowledges the original indigenous presence at the site. 

Federation Square, like all public spaces, is a cultural space where the 

community and those from elsewhere gather to meet and to be entertained. 

Disciplinary boundaries were crossed when historian and artist Paul Carter 

worked with the architects of Federation Square to create the layout and text 

that can be seen embedded in the sandstone of the plaza. This busy public 

exterior space is sealed over but the gentle sloping contours, covered with 

Kimberley sandstone, provide the context for remembering the original owners 

of the land. The stone is sourced from the Australian desert: therefore the 

slope and the stone reference and embrace Australia’s outback. On a hot day 

the plaza shines bright, colours are bleached and the slope towards The 

National Gallery of Victoria is reminiscent of a sand hill.  

The visual outcome of references and text is subtle but Carter explained that 

his art could be described as an ongoing performance because of the 

continuous reading and walking over of the text. The arrangement of the text 

is not straightforward and the artist says he designed it that way to encourage 

exploration, ‘It alludes to the kind of federal community the work imagines, 

one whose evolution is not prescribed but remains unfinished.’11 

Carter describes history as being continually re-written, layer upon layer while 

being worn away, alluding to the ephemeral nature of the work but also how 

many continue to read the work while wearing it down in the process. When 

visitors take off their shoes and socks they can ‘own their desire to walk bare-

footed across the cryptically inscribed surfaces, as if it were the natural Braille 

of an eroding headland.’12 

Visitors find themselves walking upon a metaphorical track that is also 

educational, one that alerts them to Australia’s national history and local 

                                                 
10‘Nearamnew, is derived from a local word Narr-m, an indigenous word signifying ‘a place where 
Melbourne now stands’, a definition from Robert Brough Smyth, The Aborigines of Victoria, 2 vols, 
John Currey, O’Neil, Melbourne, 1972 [1876], cited in Paul Carter Mythform: The Making of 
Nearamnew at Federation Square, Miegunyah Press, Carlton, 2005, p188  
‘It is one of many wish-fulfilling pidgin variants attesting to an early period of our colonial history 
in which mutual linguistic transfers created additional sets of verbal structures and naming 
processes’, Carter, Mythform, p121  
11Carter, Mythform, p5 
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geographical space. Time is of the essence on a journey such as this, being 

both continuous and endless. Memory, in the form of fragmented text, is 

recorded on the ground and visitors contribute to the constant change, 

transformation and re-interpretation embodied in the site. These fragments of 

memory symbiotically move from the past through the present and are taken 

into the future by continual reading. 

Traces of the site’s past make the work site specific as Carter notes, 

We prepared overlays in which the overflow system of billabongs, which 
characterised the Federation Square in the early colonial period, were mapped 
onto the present design.’13  

Drawing from the perceived feelings of hope for a united nation that 

surrounded the lead up to Federation, the artist utilised some of the text 

explaining the nine Federal visions14 He arranged the text in serpentine 

patterns based on natural forms such as sky and swirling water foam. Carter’s 

texts do not prescribe where to go, but they do lead visitors to explore certain 

tracks, where their shared experience and ‘performance’ wears that trail down 

over time. The continuous act of walking along a path means that visitors are 

also contributing to the history of that place and creating a collective memory. 

Shared experience of the world accumulates over time and memory maintains 

the essence of it. Both space/place and body potentially breathe and grow 

together therefore linking the body and mind to nature by moving through and 

living within it. I believe that the hope embedded within this work lies in the 

potential of the allure of the landscape to help us feel connected as a nation.  

Nineteenth century romantic writers and artists celebrated the appreciation of 

nature as a way of connecting to the self. They elevated solitary walks, 

sometimes into the wilderness, as a means to express individual freedom and 

adventure. 

The Romantics valued intuition, emotion and feelings of awe relating to the 

natural world and they aimed to arouse those emotions in others through their 

work with restless representations. They shifted from the ideal to the 

emotional. 
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Intimately associated with the yearning for reconciliation with God or with 
nature, the search for faith and its achievement and loss became a dominant 
theme in Romantic art and literature.15 

Romantic fervour and the understanding of man’s engagement with nature, 

expressed by American writer and poet, Henry David Thoreau who wrote 

about walking in 1861:  

Our expeditions are but tours, and come round again at evening to the old 
hearthside from which we set out. Half the walk is but retracing our steps. We 
should go forth on the shortest walk, perchance, in the spirit of undying 
adventure, never to return, prepared to send back our embalmed hearts only 
as relics to our desolate kingdoms. If you are ready to leave father and mother, 
and brother and sister, and wife and child and friends, and never see them 
again – if you have paid your debts, and made your will, and settled all your 
affairs, and are a free man – then you are ready for a walk.16 

Thoreau’s statement is dramatic but his comments remind us of the trauma 

associated with breaking ties and moving in new directions. There are 

consequences associated with acting on hope and succumbing to the allure of 

a walk as well as the risks that may be encountered on the way. 

The ritual of lone walking can be quiet and reflective and has often been a 

crucial ingredient in the making of art. British artist Richard Long walks long 

distances to remote places as a way of knowing and defining the land that he 

walks through and across. Sometimes the artist walks over and over the same 

track to make a mark, as in Clearing a path a six day walk in the Hoggar 

(Fig.31, p140). The footprints on the track suggest the presence of many 

people. Unlike my work, Hope Walk, that provides the continuity of a wooden 

path, Long’s tracks are sometimes ephemeral as the walking comes to an end 

and the disturbance heals. Sometimes his marks poetically create maps that 

lead to places and define where he has been. The small circles that he drew 

with stones were repeated on a large scale when he mapped the circles of his 

walk around the English countryside, A Walk by All Roads and Lanes Touching 

or Crossing an Imaginary Circle, 1977 (Fig.31a, p140).17 

Long also documented his extensive walks and he sometimes included text to 

explain what he had done, such as in Waterlines (Fig.32, 140).18 He pared his 

work back to a minimal visual record of his experience. Like some other land 

                                                 
15Hugh Honour, Romanticism, Penguin, Harmondsworth, 1979, p282 
16Henry David Thoreau, cited in Brian Wallis, ‘Survey’, in Jeffrey Kastner & Brian Wallis, eds. Land 
and Environmental Art, Phaidon, London, 1998, p235 
17Wallis, ‘Survey’, p126  
18Wallis, ‘Survey’, p126  
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artists he carried natural elements, such as wood and rocks, back into the 

gallery. The artist’s commitment to walking plus the recording and 

documenting of the journey has greatly influenced my own work. Long’s 

photographs, for example, often present landscapes that would otherwise be 

difficult to reach. From his documentation it is possible to imagine being in 

those remote places where the senses are excited, thus enabling the kind of 

personal response that may be triggered by sights, sounds, smells and 

texture. The artist has set upon working with what is at hand in terms of both 

contours and materials. He used his body, his hands and his feet in direct 

collaboration with nature. His simple geometric arrangements fit comfortably 

within our habit of dividing space. At the New Art Centre Sculpture Park, 

Salisbury, for example, Slate Atlantic follows existent patterns and links 

English meadow with country lane and bordering forest. 19 

Unlike Long, British artist Hamish Fulton does not alter environmental factors 

but records aspects of his walking experience. He established a relationship 

with the landscape by moving through it. His texts and photographs reveal the 

context and concept for the work Gazing at the Horizon Line, Sky Horizon 

Ground, 1982 (Fig.33, p141). In this photograph, taken in Australia, the slit of 

picture is tightly framed but suggests the openness associated with being 

outdoors and on a lengthy walk. In panoramic format, the valley lies below 

and low ranges define the horizon line. It is possible to make out human 

settlement. I can relate to the artist’s performance of walking that he says 

contributes to a meditative state that assists him to empty his mind.20 Fulton 

often seems to capture with his camera a deathly silence. To fully engage with 

that silence he imposes a discipline such as no talking for seven days21 

(Fig.35, p141). Fulton’s photographs, Rock Path (Fig.34, p141) and Night 

Changing Shapes22 (Fig.34a, p141) capture the unknown way ahead leading 

well into the distance. These black and white photographs take the viewer out 

of the everyday and into a timeless world where there is space to experience 

freedom and quiet to contemplate hope for positive times to come. 

                                                 
19Jimena, Blalazquez Abascal, Sculpture Parks in Europe: A Guide to Art and Nature, Birkhaluser, 
Berlin, 2006, p217 
20Jeffrey Kastner & Brian Wallis, eds. Land and Environmental Art, Phaidon, London, 1998, p129 
21Kastner & Wallis, eds. Land and Environmental Art, p131 
22Kastner & Wallis, eds. Land and Environmental Art, p130 
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My vision is set upon the cultural landscapes that reveal human settlement 

and activity and responding to the history of specific sites. The panoramic 

photographs, taken at the seaside town of Muizenberg near the city of Cape 

Town, dwell on a once prosperous colonial past that is gradually disintegrating. 

They represent a nostalgic loss of the past for some and a past that others 

would like to forget.  

Robert Smithson researched the history of the remote area of Great Salt Lake 

in Utah, where he built his Spiral Jetty, 1970, (Fig.36, p142). It covers a large 

area – some 1500 feet long and 15 feet wide and is composed of approx. 

6,500 tons of basalt rock and earth. 

Smithson had been long concerned with wrecked landscapes, not with a sense 
of dismay, but with a harsh acceptance that people as well as nature both 
create and destroy.23 

He was attracted to the colour created by red algae circulating in the heart of 

the lake and the dilapidated shacks and oil rigs that lay abandoned on the its 

edge. 

…pumps coated with black stickiness rusted in the corrosive salt air. A hut 
mounted on pilings could have been the habitation of ‘the missing link’. A great 
pleasure arose from seeing all those incoherent structures. This site gave 
evidence of a succession of man-made systems mired in abandoned hopes.24  

What is significant is that he derived inspiration from the site itself and was 

touched by the evidence of past human presence in the area. ‘I would let the 

site determine what I would build’.25 Entropy evident in the ‘man-made 

systems’ eroded by salt influenced his work. In my opinion, Spiral Jetty has 

come to represent layers of continued presence rather than ‘abandoned 

hopes’. Layers of salt deposited also add rather than take away from the work. 

He described the area as having a ‘shattered appearance’26 due to large 

deposits of black basalt as well as irregular beds of limestone. He felt a 

‘spinning sensation without movement’27 that was caused by shimmering light 

as he looked over the lake. He likened this sensation to a cyclone or 

earthquake - ‘This site was a rotary that enclosed itself in an immense 

                                                 
23Maureen Korp, Sacred Art of the Earth, Continuum, New York, 1997, p118 
24Robert Smithson, cited in Jack Flam, Robert Smithson: The Collected Writings, University of 
California Press, Berkeley, 1996, p146 
25In an interview with Kenneth Baker, cited in Lynne Cooke & Karen Kelly, eds. Robert Smithson: 
Spiral Jetty True Fictions, False Realities, University of California Press, Berkeley, 2005, p7  
26Cooke & Kelly, eds. Robert Smithson: Spiral Jetty, p8 
27Cooke & Kelly, eds. Robert Smithson: Spiral Jetty, p8 
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roundness’.28 Hence the jetty took on a spiral formation. Its name implies a 

place to walk and by walking the spiral it is possible to experience the source 

of the artist’s inspiration derived from ancient formations. Spiral Jetty is a path 

that bridges a gap between past and present. ‘Here is a reinforcement of 

spirals that reverberates up and down space and time.’29 The present 

constantly changes as the water level of the lake rises and falls. The work has 

been completely or partially submerged on many occasions and the rocks 

continue to trap salt crystals that render the rocks leaving a white and crusty 

surface.  The physical creation is continually in a state of flux as layer upon 

layer is alternatively added and washed away. The patina of the old structure 

continues to be beaten and bleached by salt, weather and tide. In Smithson’s 

words, ‘Solid and liquid lost themselves in each other’.30 Rather than 

disappearing from public view because of the perceived distance in reaching 

the site, Spiral Jetty (when it appears) continues to attract more and more 

people just as it attracts additional deposits of crystals to its surface. The 

spiral is a continuum linking past with present and continuing well into the 

future. 

The size of Spiral Jetty is only fully appreciated when it is seen from above. I 

recognised in George Gerster’s aerial photographs of landscapes from all over 

the world, seen in an exhibition of Gerster’s work at The British Museum in 

early 2007, the psychological advantage of being able to place landmarks in a 

perceptual context from a great height. Large land works offer the viewer the 

opportunity to stand back and see a wider picture of country while at the same 

time allowing for the opportunity to move in close and intimately connect to 

the details. Each experience of Spiral Jetty would depend on the viewer’s 

orientation as well as weather and light conditions. To leave the shore and to 

walk across the back of a spiralling underwater creature would be like walking 

on water following an ancient path and pattern. When seen from above, the 

simplicity and completeness of Spiral Jetty emphasises the gap between earth 

and sky and therefore offers a more objective encounter. The varied 

orientations and therefore visual and metaphorical contrasts in the work offer 

                                                 
28Cooke & Kelly, eds. Robert Smithson: Spiral Jetty, p8 
29Cooke & Kelly, eds. Robert Smithson: Spiral Jetty, p9 
30Cooke & Kelly, eds. Robert Smithson: Spiral Jetty, p8 
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the viewer the opportunity to understand the many paradoxes that exist. As in 

Paul Carter’s Nearamnew, everyone who walks that spiral remakes it. 

Walter de Maria’s The Lightning Field, 1km wide by 1.6 km long, is situated in 

a very remote location in the high desert country of New Mexico. The 

installation was built in 1977 and is made up of 400 polished stainless steel 

poles forming a rectangular grid.31  A visitor to the site has commented,  

The place makes you experience isolation away from human noise. It sharpens 
your focus on the land and forces you to concentrate on your inner self. I 
personally experienced this installation as a great sound and light piece. The 
wooden cabin where we stayed was strange spatially and like an island in the 
middle of nowhere.32  

This is not necessarily a benign experience but could be an electric one when 

lightning strikes. The remoteness and imagined or possible danger in such 

places heightens awareness of the surroundings and your relationship to it. 

These land artists also bring work into a gallery space using natural materials 

that are compellingly poetic away from their original setting. For example, The 

New York Earth Room, 197733 (Fig.37, p142) is a work by Walter de Maria that 

fills an entire room with organic matter. In this work the black soil exists with 

poetic simplicity as part of the geometric shape of the white room. One can 

imagine the smell of earth, peat and bark and the potential of these smells to 

trigger the memory of natural places. The paradox of placing dirt into a clean 

interior space delivers a warning as to what may be lost, as soil is 

fundamental to our survival. In this work it is as if the basic element of earth 

holds potential within every grain and awaits interpretation arising from 

human imagination. There is a similarity to the horizon line, stripped of 

distractions, that elicits from the empty space a yearning and hope. Within the 

isolation of wilderness too, separated from society, the mind can be attuned to 

the potential of change and growth. Visitors who come to see The New York 

Earth Room are unable to enter but stand in a doorway on the edge of a 54 

cm deep pile of earth. It is as if viewers have been sunk into the earth from 

which they can grow or alternatively be buried in. I see the work as a 

metaphor for the cycle of birth and death.  

                                                 
31Kastner & Wallis, eds. Land and Environmental Art, p109 
32Professor Claudia Terstappin, conversation, Monash University, 21/01/08 
33Kastner & Wallis, eds. Land and Environmental Art, p109 
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Land artists’ collaboration with nature has resulted in the implementation of 

conceptual ideas. Some have also turned their art towards a practical purpose 

by improving disused and polluted sites. Mel Chin, for example, fenced off, 

and therefore contained, an area of ground as part of an ecological project 

known as Revival Field Pig’s Eye Landfill, 1990-199334 (Fig.38-38a, p143) and 

he selected plants known as hyper accumulators. His hope was to clean up the 

site with plants that were known to absorb toxins from the soil. His fenced 

square has a structure determined by practicalities. It sits in the middle of a 

barren field, adding potency to the obvious contrast between modern 

devastation and possible regeneration. Chin provokes greater social and 

ecological awareness through his work as well as offering positive solutions to 

the seemingly impossible problem of toxic pollution. The structure of this piece 

interests me because its order tends to alleviate the disorder that lies 

insidiously within the soil. A wire fence closes in a square or control area and 

within that square a fenced circle is planted out with detoxifying plants. 

Intersecting paths are laid out to form an X, easily seen from above. The 

paths are functional and separate the different types of plants but at their 

intersection and centre lies the metaphorical point of the work. The 

transformation of the field from dead to living is the prime target. 

Some artists developing ideas influenced by ecological concerns have hoped 

for the seemingly impossible. Joseph Beuys, for example, planted 7,000 Oaks 

(Fig.39-39a, p144) next to stone markers over a period of five years. The 

trees took time to plant and time to grow. Agnes Denes too organized 10,000 

people to plant 10,000 trees in Finland in 1982 to form Tree Mountain – A 

Living Time Capsule (Fig.40, p144), and the work is said to be the largest 

monument on earth and expected to mature in 400 years.35 

Andy Goldsworthy’s work, exhibited at the Yorkshire Sculpture Park in England 

in 2007, dealt with questions relating to the allure of rural landscapes. The 

varyingly ephemeral nature of certain natural materials, such as clay, sticks 

and leaves, meant that some of his work was impermanent.  

I arrived at the sculpture park on foot, before the installations were complete. 

The walk led me along a small country lane, past cottages with formal front 

                                                 
34In Kastner & Wallis, eds. Land and Environmental Art, p168 
35Kastner & Wallis, eds. Land and Environmental Art, p161   
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gardens and then a dairy farm that I had already smelt as I approached. I was 

reminded of the English television series Heart Beat and All Creatures Great 

and Small, both filmed in the Yorkshire countryside.  

It was a cold day but sunny so that the grass shone bright green in the late 

morning light and the frames of the trees stood in sharp relief. I found my way 

to the galleries, one of them underground with the roof covered with turf. 

Andy Goldsworthy’s sculptures were in the process of being installed. I found 

out later that oak logs, cut from the property, were being stacked in the 

entrance lobby, sandstone slabs being arranged in the Stone Room and clay 

mixed with human hair being painted on the walls of the Clay Room. A curtain 

of horse chestnut leaf-stems was being hung in the Leaf Stalk Room. Finally, 

the Wood Room (Fig.42, p146), was being lined with freshly cut chestnut 

poles, logs at the bottom and sticks at the centre top of the tomb like 

structure. There was no access to these rooms on the day I visited, but I did 

take a photograph of the outside of the gallery from a distance. Now when I 

look at pictures of these works I can almost smell the ingredients of 

landscape, productive elements, sensual and essential to human existence. 

Clay Room (Fig.43-43a, p146) seems like a tomb, dry and crusted with 

cracked clay. On first look I was reminded of times of drought in Australia and 

the render we used on the outside of our house, only in this work human hair 

containing DNA strings held the clay particles together. The work suggests the 

medium from which we come and to which we will return. The space is 

contained and enclosed, like the Wood Room that one critic, William Packer, 

referred to as oppressive.36 

Goldsworthy wanted to create the feeling of being inside the belly of a tree 

and was dealing with the notion of getting to know something from the inside. 

The artist was intent on finding the ‘nature of the building’37, where the space 

dictates the form and shape of the work. The spiral arrangement of tree limbs, 

arranged from large at the bottom to small at the apex, suggests a spinning 

vortex, thus mimicking natural patterns and dragging you upward and spitting 

you out again. From the inside of Wood Room the opening and external light 

                                                 
36William Packer, Review, Financial Times, 02/04/2007, 
www.bookofjoe.com/2007/06/andygoldsworth.html, accessed 29/07/2007  
37Andy Goldsworthy in conversation with Michael Brunton, www.time.com/time/arts/article, 
accessed 29/07/2007 
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are alluring as a way out. This work is an unexpected invitation to an inverted 

and interior world that both protects and smothers. 

A small path led me along a terrace bordered on one side by a high hedge and 

on the other by decorative sandstone railings. The space was wide and with a 

view of a landscape that was once a sheep farming estate. As Goldsworthy 

says, ‘You can feel the presence of the farmer in the past’.38 Further up the 

path, forming a semi circle, espaliered fruit trees hugged a brick wall collecting 

the warmth of the sun and protected from the wind. 

Through the gate and over the meadow that smelt of sheep, I felt the joy of 

being in farming country again and experiencing the cold. There were few 

people about but a group of master stonemasons were building a sheepfold 

along the lines of the previous wooden one. They were installing another Andy 

Goldsworthy artwork. The exhibition opened in March 2007, after my visit, but 

I was fortunate to have talked to the craftsmen who were bringing the project 

to fruition. Free to walk around and take pictures I stepped in and out of the 

emerging artwork and felt part of it. The artisans were putting into place a 

large stone slab, Shadow Stone Fold (Fig.41-41c, p145), where visitors would 

be invited to lie down in light rain or snow, leaving behind their trace. This is a 

subtle idea of mark making and contributes to a site in the form of memory 

and history - a performance, like many feet that trace a path. Contributors are 

invited to send photographs of their shadow to the curator. In describing other 

works further up the hill one reviewer said,  

He is never more himself than when out in the worked but still natural 
landscape. Along the ridge at the very top of the park runs an ancient boundary 
ditch that deep at its bottom has a more recent dry-stone wall along its length. 
This wall, characteristically, he has interrupted at intervals, extending it into 
three rectangular dry-stone enclosures, within each of which he has dug down 
to the bedrock and then slung a stripped oak trunk across its space, wall to 
wall. At first approach, nothing is visible except the top of the old wall, then 
these new structures, and finally, as we peer over, the suspended tree-trunks, 
inexplicable in their meaning yet no less imaginatively resonant for that.39  

From these woods I could see an overview of the estate and Bretton Hall in 

the distance. The similarity of this farming landscape to Hamilton in Tasmania 

mentally took me back to Curringa Farm and my project about hope. I 

remembered the cold wind, the smell of sheep dung under the shearing shed, 

                                                 
38Andy Goldsworthy in conversation with Michael Brunton 
39William Packer, Review, www.bookofjoe.com/2007/06/andygoldsworth.html, accessed 
29/07/2007  
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my horror of seeing dead animals lying in the paddock, the financial loss felt 

by the farmer, a carcass hanging in the shed under a white sheet, the hay 

stack in the shed, mice plagues, cats, the fear of snakes and the working dogs 

pulling at their chains, panting in the back of the ute or squatting with 

complete focus while waiting for instructions. 

Finally Goldsworthy’s Cow Dung on Glass (Fig.45-45b, p147), seemed to sum 

up the farming experience by smearing the pristine inside glass window of the 

gallery with cow dung leaving only a serpentine horizontal shape clear for 

visitors to look through to the farming countryside beyond. The dung came 

from the farm I had passed and smelt earlier (Fig.44-44a, p147). This 

reversal, bringing the smell of cow dung inside from outside strengthened the 

visual triggers and emphasised connections. Goldsworthy says, 

I find some of my new works disturbing, just as I find nature as a whole 
disturbing. The landscape is often perceived as pastoral, pretty, beautiful - 
something to be enjoyed as a backdrop to your weekend before going back to 
the nitty-gritty of urban life. But anybody who works the land knows it's not 
like that. Nature can be harsh - difficult and brutal, as well as beautiful. You 
couldn't walk five minutes from here without coming across something that is 
dead or decaying.40 
 

Goldsworthy is expressing his awareness of the opposites that are present in 

nature.  His work suggests the allure of the natural and cyclical rhythms of 

birth and death, hope and loss. The artist is working at ground level, where he 

explores, and creates with the raw materials of the natural world, 

The relations between doing and seeing, action and vision, construction and 
perception, lie at the core of art that engages the land at ground level.41  

Sensibilities used while being involved with nature, as well as when designing 

and constructing an outside space, can be transferred to tasks involved in 

composing an indoor installation. For example, when assessing an area, 

measuring distance and space, observing shape, creating a path or noticing 

smells, dampness or heat. 

The artworks discussed above differ in scale but all involve spatial dimensions 

that have involved walking in their making or walking to experience the artist’s 

concept.  

                                                 
40Alistair Sooke, ‘Alistair Sooke meets Andy Goldsworthy’, www.telegraph.co.uk, accessed 
01/07/2007 
41Lucy Lippard, ‘Beyond the Beauty Strip’, in Max Andrews, ed., Land, Art: A Cultural Ecology 
Handbook, 2006, p15 
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Experiencing the work of land artists requires walking to fully appreciate the 

width, depth and extent of their work. Land artists have added another layer 

to where we live and their works have become part of the cultural landscape, 

filling a gap between urban and rural experience. They excite our innate 

connections to each other and the land as we wander along the roads and 

tracks that link communities and regions. 

Roads are a record of those who have gone before, and to follow them is to 
follow people who are no longer there.42  

Some land work has political dimensions. Artist Joseph Beuys was outraged by 

the proposed destruction of an area of the woods to make way for tennis 

courts, so he organised a performance like demonstration in the Grafenberger 

Wald outside Dusseldorf in 1971. 

Together with fifty students and disciples Beuys swept the woods with birch 
brooms in a kind of ritual exorcism of the bourgeoisie, painting crosses and 
rings on the threatened trees as if he were affirming the ancient Teutonic 
religion of wood spirits.43  

Some try to find redemption, such as in the idea to restore Lake Pedder, or as 

Joseph Beuys has suggested, through ‘afforestation’.44 Tim Parsons too is 

finding redemption in replanting large areas of trees on Curringa farm, areas 

that he told me with sadness his father had cleared a generation earlier. These 

places stimulate a walk and are marked with cultural history still in the 

making. There is freedom in the poetics of working, walking and/or 

experiencing the land. Art can help in communicating connections with place 

and the universal concern for the health of the environment. This is all about 

hope for the future. 

Some artists bring organic materials into a gallery space to suggest 

impermanence or the progressively ephemeral processes in nature. Artist 

Anselm Kiefer transported a whole palm tree into the White Cube Gallery in 

London in 2007 and later in the same year into the Art Gallery of New South 

Wales. His work was titled Palmsonntag (Fig.46, p148). The theme was set 

within the context of Palm Sunday and Christ’s passage into Jerusalem before 

his arrest. A 13-metre palm tree lay on its side on the gallery floor symbolising 

passion, death and resurrection or veneration, decomposition and renewal. 

The palm is a universal symbol of martyrdom representing victory over death 
                                                 
42Solnit, Wunderlust, p73 
43Simon Schama, Landscape and Memory, Fontana, London, 1996, pp123-124 
44Schama, Landscape and Memory, p124 
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that arose against the background of Graeco-Roman military might. In the 

Christian story the crowds spread palm branches along the path in front of 

Jesus.45 The whole palm tree in this exhibition was dead and poetically tragic 

against the white cube, itself a martyr for the sake of art, placed on an angle 

and filling the gallery space. Its roots were exposed and dry and the trunk was 

supported to keep it from rolling over. Lining one wall and designed to fit the 

space were 18 paintings (Fig.47-47b, p148). In each a baseline composition 

suggested growth from the dry earth. Most of the materials used were from 

nature such as clay, sunflower tops, fern fronds and small branches, some 

dipped in plaster.  These paintings and the installation as a whole emphasised 

the tragedy of the religious story as well as symbolically and visually 

emphasising memory and events. In other words nature was the source for 

making spiritual connections with the Christian story.  

Kiefer has constructed and arranged natural elements to create a tragic scene 

filled with emotion as well as religious symbolism. It is not so much the 

representation of religious symbolism in this work that interests me but the 

powerful symbolism inherent in nature such as the hope evident in the 

relentless cycle of life and death and how nature can act as a metaphor for 

human cycles of endeavour, failure and re-invention. The visual aspects of 

Kiefer’s installation, such as the minimal display of the individual parts and the 

unexpected pathos of an object from nature being placed in a gallery, have 

influenced my work.  

In my own work I have interpreted the vulnerability of trees in Tasmania. By 

juxtaposing a She Oak with an apple tree in my installation Land, Hope & 

Allure (Fig.80-80a, p172) I aimed to express the vulnerability of both native 

and introduced species. These trees ambiguously exist on the edge of being 

either nurtured or destroyed and thus act as metaphors for the impermanence 

and flux of changing economic markets and social attitudes. I see the apple 

tree primarily as a metaphor for sustenance and livelihood linked with the 

imagination and hope of Walter Mason. Soil, seeds, water and trees are 

included in the installation to symbolise my grandfather’s love of working the 

                                                 
45Jay Jopling, Anselm Kiefer, Aperiatur terra, exhibition catalogue, White Cube Gallery, London, 
2007, p34  
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land. Many uncertainties can arise when responding to the allure of another 

country. For example, Tasmania was unknown to my grandfather and so was 

the small piece of land that represented his hope for change. As we have seen 

in previous chapters, there is speculation as to whether his parcel of land was 

too small to support his family and was unsuitable for apples. Uprootedness is 

a metaphor for the experiences felt when migrating to new lands, where 

things may or may not turn out as planned. The trees in my exhibition 

represented that resonating moment between hope and loss or life and death. 

Building with natural materials, walking for pleasure, walking to make art and 

walking as a way of experiencing art are symbolic gestures that link us to the 

natural world, to ideas and to the past. Inherent in the process of adding new 

meaning to places the artists discussed have also acknowledged the varied 

histories attached to sites. In their work, land artists present another view of 

territory by engaging with and reforming the land. Their creations have 

alluring qualities often because of their size but also because of the hope 

evidenced in the diverse and continuous connections to place.  
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A R T   P R O J E C T S 

 Ode to Solitude  

Hope travels through, nor quits us when we die. 

 

 Hope springs eternal in the human breast:  

Man never is, but always to be blest.  

Alexander Pope 

The fundamental questions raised in this research have been associated 

with hope and expectation as well as the allure of far away places and 

associated iconic landscapes. However, the armature of the work focuses 

on the push for land by colonials and the subsequent importance and 

meaning attached to land ownership and use. I have shown that feeling 

connected to specific environments is enhanced by the direct experience of 

walking through them.  

The artworks for the exhibition, Land, Hope & Allure, therefore, represent 

ideas connected with recollections and ambitions associated with the desire 

for land and the subsequent migration of Walter and Frances Mason from 

Cape Town to Tasmania. This research provided an opportunity to travel to 

relevant places in order to engage philosophically with nature and history 

and present the results of this in particular artworks. I acknowledge that 

this process had been informed by some of the cultural and social 

influences that have been passed down my family through several 

generations. 

By walking in Cape Town and Tasmania I have been nourished by 

landscapes that are rich in visual and historical allure and been inspired by 
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the diversity and intrigue embedded within the geographical, cultural and 

psychological landscapes of both regions. I was influenced by exploration, 

migration, settlement, farming and art and by the natural places, such as 

Tasmania’s wilderness where feeling connected to the world is heightened.  

I have created installations within outdoor and gallery settings that offered 

opportunities for reflection on the history of people and places.  I found 

poetry in the gaps along a wooden path that seemed like metaphors for the 

uncertainties that link the past with the present and the future. I 

acknowledged the hopes of my grandparents, who imagined a different 

future and were motivated by the allure of owning an apple orchard to 

venture into unknown regions. Their traces are the evidence of past hopes, 

as well as lost hope, and are representative of how we connect to the 

places we live in and love. 

 

BOXED SET OF TWO BOOKS OF ETCHINGS: HOPE (Figs.74-76, p168) 

The idea for the two books came from my frequent journeys to Tasmania. 

On these occasions I collected items from the family archives and from 

farming districts. My thoughts and drawings were recorded in several 

journals and later I began to transfer drawings onto copper plates. I also 

made scans of objects, such as wool from the farm, hops from the Derwent 

Valley, orchids from my aunt’s dried flower collection, apple seeds, fly 

mesh, an archival picture of my grandparents and pictures of Table 

Mountain and Mount Wellington. The negatives of these scans were 

transferred onto photo etching plates providing a consistent and intimate 

format to create ‘family albums’ that trace the history of a journey through 

generations of farming families. The journey began in Cape Town and 

traced the migration of my grandparents to Tasmania. Specifically I 

concentrated on the Derwent Valley where my relatives still farm the land 

today. Interspersed throughout the story are the letters H O P E. The 

second book included drawings of ideas for the experiential sculpture taken 

from my journal. 

 

PAST TRACK (Fig.77-77b, p169) 

In this work archival material and collected pictures were joined together 

as postcards. Revealed within these re-created images are the attitudes of 

colonial cultures as well as records of indigenous activity to be mined and 
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consumed. But together they emphasise contrasts in culture and 

understanding. They were placed on a slatted table reminiscent of walking 

a duckboard path, a route that can be both limiting and full of potential. 

The table is covered with a sheet of perspex, the same way that my 

mother protected her changing display of cherished family photographs. 

Objects such as these trigger memories of home and elicit feelings of 

longing, love and homesickness.  

PHOTOGRAPHS 

Many of the photographs in this exhibition were taken on several walks. 

Being alone and focussed heightens perception and imaginative thoughts. 

Sometimes the past was remembered or the future imagined, for example, 

when the camera allowed me to select and to distil experiential moments 

into images that not only show where I have been but also capture the 

traces of those who have lived before. Photography has the ability to 

connect the past with the present and enabled me to make a link between 

the time of my ancestors and my own present moment. The images were 

printed in black and white to emphasise that connection between then and 

now.  

Lake Pedder, Lake Pedder (Fig.69, 165), in southwest Tasmania was a 

highly contested landscape that attracted worldwide attention when the 

government decided to allow the lake to be flooded to add water to the 

hydroelectric power network. My photographs were taken on a visit to the 

Lake in a light aircraft in 1974 just before the rising waters drowned 

forever the famous beach that edged the lake. One re-worked image of 

Lake Pedder from this period is included in my exhibition because it 

provides the evidence of a personal wilderness experience that had a 

profound effect. I was conscious of how personal connections to nature can 

promote the sensitivity and awareness needed when working towards 

saving significant areas. The effects of indifference by those bent on profit 

can be seen in Tasmania’s environmental problems. There were (and still 

are) many who felt that certain wilderness regions should be left alone for 

humankind to enjoy in the future, even though the majority would never 

see those places. The drowning of Lake Pedder added to Tasmania’s history 

of tragic events and for a time left a shadow of sorrow over the State. 

People all over the world were aware of the political fight and showed their 

protest but to no avail. The hope for redemption for the developer lay in 

providing jobs and electric power but also in the belief that many more 
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could now enjoy a larger lake accessible by road and ideal for boating. In 

the newspapers in recent years there has been talk of reversing the waters 

and trying to restore the beach. The feasibility of returning the lake to its 

natural state is minimal and the hope of doing this is based on idealism 

and yearning for the past. The outcome of such an action could only lead to 

disappointment and a string of new environmental problems. 

My photograph shows the wing of a plane that seems out of place and 

therefore symbolises how the creation of easy access to an area can mean 

the potential destruction of what visitors have come to see. It is as if the 

lone figure is already regretting the loss of something that is about to 

happen. The memory and deep sense of loss, coupled with global support, 

meant that feelings of hope and determination were stronger for the 

campaign to save Tasmania’s Franklin River from being dammed. That 

campaign was ultimately successful. 

My negative for the Lake Pedder image was printed only recently. The lake 

no longer exists but the memory of it is captured in pictures. Printing these 

photographs connects me to that time so long ago. The photograph 

captured only a second in time but triggers my memory of the whole 

sensual experience. However, remembering that time also stirs up feelings 

of sadness and loss.  

I have found resonance and surprise in the details of cultural traces that 

can be found in a landscape. Remnants of colonial history left on the face 

of Africa are as incongruous as landing an aeroplane on an extraordinary 

beach.  

Creating structured photographs where two images are stitched, or where 

multiple images are grouped within a grid, relates to the marking out of 

the land and to the complexities of culture in relation to place. The 

panoramic view also relates to peripheral vision and the walk. I found 

inspiration on my walks and my hope was to communicate psychological 

associations with those places.  

Photographs taken in Cape Town were inspired by a legacy of colonial 

history that is in the process of slowly breaking down. How are Victorian 

and Dutch buildings to be interpreted in a changing South Africa?  

Muizenberg (Fig.48, p149) was a beachside playground for wealthy white 

locals and tourists and was once segregated and protected from the 
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problems of black South Africa. That privilege and seclusion no longer 

exists and the lack of resources for a place that symbolises a different past 

means that it necessarily changes and in its decline can come to represent 

the replacement of old ideas with the new. My grandmother’s family lived 

for a time in Muizenberg and it is where she stayed on her two visits to 

South Africa. 

National Gallery, The Company’s Garden (Fig.49, p150) depicts some of 

the colonial buildings that surround the gardens. Colonial history was 

based on power and control but left behind an aesthetic and an enduring 

architectural connection to Europe. Printing in black and white emphasised 

these colonial links by referencing old photographs seen in books, 

magazines, on postcards and in private collections. An old pear tree 

(Fig.26-26a, p136) that has clung to life through many generations, and 

old oak trees link the past to the present and hopefully the future. The 

forests and lions have gone and the gardens have changed their primary 

function from producing vegetables to growing botanical specimens. 

Nevertheless, the ancient landscape will continue to develop under the 

influence of future governments and their plans for its use. 

The Cape of Good Hope (Fig.50, p151), is a fundamental iconic image that 

communicates the idea of hope. The horizon is a universal metaphor for 

reflection as there is very little to interrupt the reverie when imagining the 

transition from one place to another. The Cape of Good Hope symbolises 

the hope of my grandparents and their personal journey, linking them 

across the seas to both Cape Town and Tasmania. This is a notorious spot 

seeped in historical events where explorers and adventurers have met their 

fate in the face of the wildest weather. The direction sign that pointed to 

well known capital cities around the world is an interesting reminder of the 

intrigue associated with distance and unseen but aligned places. I felt the 

extent of history connected with the Cape and the impact of exploration 

and re-settlement. Paul Carter once said that, 

To take account of the lie of the land is not simply to seek to ground 

historical knowing differently; it is to break down the opposition between 

history and poetry.
1
 

The Croft series (Figs.51-53, p152) captures a feeling for Cape Town’s 

colonial past, and was produced in honour of my family connections in 

Constantia. The photographs are printed in black and white connecting 

                                                
1 Paul Carter, The Lie of the Land, Faber & Faber, London, p295 



 106

them with black and white images held in family photo albums that 

intrigued me by the ambiguous quality produced by their lack of colour. My 

grandfather’s hope must have been coupled with loss when he left behind 

the relatively familiar surroundings of Constantia and Cape Town. These 

images of the landscape are intended to establish a sense of that earlier 

history concerned with people who once worked the land and who are now 

absent. Much of the landscape today is interrupted by housing estates but 

Table Mountain can still be seen in the background and some areas are still 

planted out with grape vines. Barbed wire is a chilling reminder of past 

inequalities and present fear. Walter Mason’s brother, William, bought one 

of the subdivisions from the Old Sillery Estate. My photograph, The Old 

Sillery, (Fig.53, p152), signposts the old house as a link between the 

Mason brothers’ past and their descendants in the present.  

Anecdotes from history can stimulate ideas and I found the story of Victor 

Peers, an Australian archaeologist who discovered ancient human remains 

in a cave near Cape Town, particularly apt. Peers met his wife at a picnic in 

Tasmania and they migrated to South Africa. Conversely my grandparents 

met at a picnic in South Africa and later migrated to Tasmania. Today 

some of my South African relatives live in a house overlooking Peers Cave 

where the discoveries were made. My curiosity drew me to it. Ancient 

paintings line the cave, as does Victor Peer’s archaeological marks, 

alongside modern graffiti.  

Skilldegat (Fig.54, p153) was taken inside the cave where so much history 

of sitting, looking, talking and mark-making has taken place. Layers of 

black carbonaceous material (evidence of the cave dweller’s diet), lines the 

floor. This cave provided shelter as well as the opportunity to view the land 

from an elevated vantage point.  

Open Lips, from the inside out, (Fig.55, p154), taken from the mouth of 

the cave, shows the wide opening in the rock from where a view of the 

surrounding country can be had. From this vantage point indigenous South 

African tribes contemplated the land below just as tourists do now. 

The Edge of Change series (Figs.56-61, p155-160) have a common format. 

Two images in each photograph are combined to compare the structured 

environment with nature’s irrepressibility. I was drawn to the pathos of a 

lone Silver Bush, (Fig.56, p155), a Cliff Face, (Fig.57, p156), where plants 

force their way through, an Inside Tree (Fig.58, p157), growing inside a 
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glass house, a group of Direction Sign (Fig.59, p158), at the infamous 

Cape of Good Hope pointing to other places, an empty Line (Fig.60, p159) 

and a manicured Bush, (Fig.61, p160), surrounded by neatly placed 

stones. The first set of three are coupled with a common image of disused 

concrete where the weeds still manage to survive, and the second set are 

stitched together with an image of beach stones from the Cape of Good 

Hope. Hope can be found where nature, even though contained with stones 

and concrete, is present. As with the history of the Cape itself the stones 

are repeatedly beaten and washed by the ocean and are always changing 

in a continuous state of flux. 

The image that documents the sculpture, Hope Walk (Fig.62, p161) 

demonstrates the shifting details of shape, pattern, light and shadow that 

visitors would experience when viewing the farming landscape while 

walking through the sculpture.  

Experiencing nature directly provides inspiration for my artistic ideas. As 

we move through the landscape we leave our trace, sometimes slight and 

sometimes irreversible, and photographs can capture the mystery of those 

moments. Photography derives from the habit of walking about and seeing 

things from different angles and framing a view to find the best way to 

represent what is seen and felt.  

 

 

EXPERIENTIAL AND ENVIRONMENTAL SCULPTURE 

 

HOPE WALK (see also Appendix I) 

The intention was to represent the link between my family and the land 

made by generations of farming in the Hamilton District. The sculpture was 

constructed on the property of my cousin, Tim Parsons, a farmer, who has 

an eco-tourism business. I made three trips to Hamilton and the project 

took approximately eighteen months to complete from our initial 

conversation. A presentation of drawings, a model and written proposal 

was prepared for consideration and an interview conducted with him. This 

material helped Tim to understand the concept and to visualise the project. 

He agreed to build the work and to include it in his tourism business. The 

cost of materials and labour necessitated seeking funding through Nature 
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Based Tourism Tasmania, who offered grants to farmers improving or 

establishing opportunities for tourists.  

Hope Walk captured the movement of shadows that form as the sun shines 

through the various textures of overhead tape, perforated mesh, pine 

needles, grasses and wooden duckboards. The work draws on family and 

farming history in the Derwent Valley and provides a meditative space as a 

passage. The path is a metaphor for the hope associated with new 

beginnings implicit in a journey. The work also emphasised the experience 

of landscape that the tourist enjoys, often along a duckboard path. I 

planted native species of grasses (Poa tussocks), and trees (Casuarinas), 

to provide a contrast to the open, surrounding farming country. This land 

was once populated with these species. Modern farmers are aware of 

ecological and land management issues and are re-planting areas out to 

trees, including Tim Parsons, 

My vision is to replant 15% of this farm out to trees. I know if I plant a 

hectare of land out to trees the area beside it will keep the sheep warmer, 

I’ll have an increased lambing percentage and I’ll have a higher yielding 

crop percentage because they won’t succumb to the wind. Those trees also 

provide habitat for birds, and ants and spiders. Birds play a huge role in 

controlling grubs on the surface. But ants actually break the cycle of the 

grubs before the birds eat them by eating the eggs of the grubs, and so for 

having homes for ants and spiders, spiders catch moths in their webs and 

moths are a huge problem, they are a result of caterpillars who do so much 

damage to our pastures and crops. Just by providing habitat.2 

The built structure, constituted a fabricated space separating visitors from 

the surrounding landscape. HOPE is used as an acronym that refers to local 

environmental issues. H – Helping to understand land-care issues, O – 

organising the land in sustainable ways, P – People and place, E – 

Environment. The use of the acronym in this way as part of the walk, 

encouraged reflection on farming practices – traditional, contemporary and 

in the future. The work explored the possibility of an engaging and 

interpretive experience and connected a farming community with eco-

tourism and art. Unlike Andy Goldsworthy’s work that was situated in a 

designated sculpture park, Hope Walk was constructed and included in a 

farming business. A small brochure was available for visitors that explained 

the background and influences in the work. The world of worker/farmer 

was expanded to include the artist in collaboration, who was also seen as 

gardener and builder’s labourer.  

BACKGROUND AND CONCEPT 

                                                
2 Tim Parsons, interview with the author, 02/02/04 
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The realisation of Hope Walk began when I spoke to my relative, Tim 

Parsons, about our family heritage on the land and our connection to South 

Africa. We met in Launceston in 2004 at the funeral of our last surviving 

uncle who had worked the land on Flinders Island. It was a celebration of 

the life of the youngest son of Walter and Frances Mason. Hope Walk grew 

out of my interests in a family lineage on the land and in contemporary 

environmentalism as well as in how Tasmania’s landscape has been and 

continues to be both marketed and enjoyed.  

Tim explained that he had worked for the Land Care movement and was 

keen to change his farming practices to protect and enrich the farming 

environment by implementing ecological practices that restore and 

maintain the quality of his land. For example, he has introduced cell 

grazing and re-forestation. Cell grazing is where dense flocks of sheep are 

moved in a circular direction from one paddock to the next, allowing the 

grass in empty cells to recover. On the farm an effort is made to conserve 

and provide suitable habitat for insects, spiders, butterflies, birds and 

frogs, thereby maintaining natural cycles. We discussed the different 

aspects of his farming mix – wool growing, cropping, land care and 

tourism. Tourist enterprises enable him to continue to live on the land and 

to sustain his family. 

Locals can have an intimate knowledge of their place. But the tourist’s 

experience is often superficial as time is short. Large numbers of tourists 

mean stricter controls therefore creating a need for walkways and signage 

to satisfy high expectations. The paths and designated tracks have helped 

to protect the environment. But a controlled experience is often didactic 

and frequently hurried rather than being fully engaging. So unlike the 

colonists and landowners who have shaped the land for production, 

contemporary tourism structures the land for recreation and education. 

Tasmania needs tourists and so do the Parsons. Change is inevitable and is 

embraced to allow the State to exploit its natural resources and unique 

environment.   

Curringa Farm filters into both the drier farming ‘desert’ hills and 

Tasmania’s western wilderness. The contrast between the east, farming 

country, and the west, wilderness country, can be easily seen and felt. 

There are dramatic contrasts, in terms of geography and weather between 

both regions.   
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The concept of Hope Walk is to engage the senses by walking along the 

path and through the work. As the coloniser endeavoured to feel in control 

of his new environment he shaped the land for practical purposes. The 

descendants of my farming ancestors are deeply connected to their farm in 

ways that go beyond practical considerations. Connections develop when 

living on and working the land and experiencing the elements as part of 

every day. I imagine their feeling of being connected with the land is 

similar to that described by Edward S. Casey, 

I am with my surrounding place to the extent that I am experiencing it with 

my body; and I am with my body to the extent that I experience the 

landscape laid out around me. I exist with both at once I am in the 

landscape itself instead of being its objective cartographer: withness, not 

witness is at stake here.
3
 

A new generation of farmers are participating in the modern day 

environmental movement and hope continues to inspire them towards 

adopting new practices that enhance and protect the environment, thus 

enabling a sustainable presence on the land. 

Tourists are attracted to places set up to accommodate them, such as 

historic sites and wilderness areas, but ironically their presence sometimes 

challenges or threatens the viability of what they have come to see. 

Increasing numbers of farmers are opening up their properties to tourists, 

therefore increasing profitability. But many farmers, locals and tourists 

alike recognise that there is a delicate balance between the necessity to 

make a profit out of something unique and the eventual destruction of that 

same attraction. 

 

THE AIM OF THE PROJECT 

My aim was to create an artwork to complement an existing tourism 

business. Nothing had been done like this before in Tasmania. I chose to 

build what I call an experiential and interpretive sculpture as a semi-

permanent structure on the property. Tourists could experience the work at 

the same time as learn about farming and land-care. The aim of the 

artwork was to offer visitors an artistic interpretation of the history of the 

site with a walkway referring to hope for the sustainability of the land that 

is undergoing current farming and tourism practices. My intention was to 

                                                
3 Edward S. Casey, Earth-Mapping: Artists Reshaping Landscapes, University of Minnesota, 

Minneapolis, 2005, pxxi 
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express the poetic and enigmatic qualities associated with the idea and the 

materials used.  

Hope Walk was orientated so that the viewer faced the centre of the 

distant farming panorama. This view was partly concealed by the screens 

during the walk but opened up on the completion of the journey. The 

structures were utilised in such a way as to create geometric order. 

Repetition and elements such as shape, combinations and over-layering of 

texture, shadow, colour and tonal shifts created details that interrupted the 

distant panoramic landscape in the background. I utilised the delicate 

foliage of poas and casuarinas to create a softness of shadows and 

patterns and a place for thought. The letters H O P E appeared as if 

imprinted upon the landscape. The word HOPE could be navigated along 

the prescribed path. It was a way of appreciating a rural landscape and 

considering the idea of hope. Hope Walk acted as a metaphor for inner 

journeys. HOPE was to trigger memories regarding personal feelings 

experienced when anticipating and undertaking long or short journeys. In 

addition to this my work hinted at hope for a sustainable future for the land 

and for people making connections with nature and wilderness. 

I mimicked the structures that are familiar at many tourist sites, for 

example duckboard paths and formal plantings, to emphasise the 

structures that separate us from our environment. The combined result of 

all the elements symbolically represented past and present uses of the site.  

DESIGN, PLANNING AND BUILDING 

MESH 

I researched many types of mesh for their transparent qualities including 

the properties of flywire, architectural mesh and perforated metal. Flywire 

(both cloth and wire) seemed too fragile for outdoors and was too fine to 

be suitably diaphanous. Even though flywire mesh is quite apt and iconic in 

relation to Australian farming life, I chose not to use it. Architectural mesh, 

on the other hand, comes in many forms but, though exciting visually, 

seemed too dominant and over structured for my needs and related too 

heavily to contemporary architecture. It was also extremely expensive. The 

perforated metal, on the other hand, which came in many sizes and shapes 

seemed appropriate. Samples were tested for effectiveness, i.e. strength 

and visual qualities, and set up outside and against the landscape. 

Perforated metal has also been utilised in visitor centres and consequently 
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proved to be suitable as a screen against the landscape in this situation. 

Texture and shadows were achieved in different lights and at varying 

distances, for example, when morays appeared as screens overlapped. This 

could be likened to the landscape when viewed, and interrupted by physical 

structures such as windows, doors, screens, curtains, slats or blinds. 

Distant hills and paddocks are panoramas often interspersed with layers of 

trees, shrubs, clouds and shadow. How the landscape is viewed is also 

influenced by cultural differences and visitor interpretations. 

Large round mesh was chosen for the screens and a smaller square mesh 

for the letters. The metal was cut to size following a modular format before 

being sent by sea to Tasmania. Once welded to frames the screens were 

painted and the letters screwed and welded into place. Harsh black and 

white was avoided so green/black (black magic) was used for the round 

mesh screens and an off white (igloo) for the square mesh letters. 

SITE 

The site was chosen because of its proximity to the Sheep Centre and the 

wildlife lagoon. The work was orientated towards the distant view of the 

farm and backdrop of hills. From this location it was possible to see the 

contrasts of organised farming and the conserved natural habitat of the 

lagoon. 

The artwork covered an area of 20 X 20 metres and was bordered on two 

sides by Casuarina trees indigenous to the area. A row of existing dark 

green pines framed the end where visitors enter the work. The space here 

was enclosed and relatively contained. From a circle of stones visitors could 

sit and view the whole word H O P E before walking through. 

PATH 

A gravel path led visitors from the Sheep Centre to the start of the work. 

Like many structures imposed on the landscape, such as a maze or a 

structured garden for example, there is an entry point and an exit point, a 

beginning and an end. The individual letters H O P E guided visitors 

through the journey. 

The wooden path was made out of flooring taken from an old wool shed 

and constructed like the duckboard paths that meander through national 

parks. These paths protect the plants and ground underneath. However, 
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while such paths stop erosion they also inhibit a direct connection with that 

ground. 

 

HOP POLES 

The hop poles were sourced from the local district. The poles and the tapes 

that connected them referred to the once booming hop growing industry in 

the Derwent Valley. The tapes formed zigzag patterns that reflected the 

deliberate zigzag planting of the grasses. The poles defined the overall area 

and gave the sculpture form and height. Each pole was coupled with a tree 

that would continue to grow and eventually replace the poles, making the 

sculpture more shaded and intimate. 

PLANTS 

Native Casuarinas – allocausarina, or she oaks - were planted because they 

are native to the area and therefore able to survive in local climatic 

conditions. They were also chosen because of the texture and shadows 

created by their delicate and characteristic foliage. 

The Poa Tussocks – p. labillardieri - were also planted because they were 

native to the region and could also survive in dry conditions. The Poas were 

planted in zigzag rows to represent the crimp of the sheep’s wool and, 

when fully-grown, to blow in the wind creating pattern and shadows. 

OUTCOMES 

A launch of the project was organised and several hundred people attended 

for a family day in 2005. The ABC Country Hour conducted an interview 

with the Parsons and myself. Speeches were made and locals, family and 

friends discussed the ideas in the work as well as taking the opportunity to 

walk through it. Being situated next to the visitor centre meant that many 

bus loads of tourists were exposed to Hope Walk over two years. Anecdotal 

evidence suggests that the work created interest around the district and 

amongst tourist groups. It could also be seen from the road between 

Hamilton and Queenstown. 
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GALLERY INSTALLATION, 2003, Greenhouse Gallery, Monash University, 

Caulfield campus 

 

POINT HOPE (Figs.70-73, pp166-167) 

The purpose of this installation was to test out early ideas that were 

developing alongside the South African research. The intention was to 

create an atmosphere of reflection about hope and endeavour. An 

association with tea was intended to symbolically link all the elements, 

connecting personal daily routines with wider global forces. 

‘Taking tea’ is reminiscent of colonial pastimes. Tea drinking, a form of 

social interaction, was undertaken throughout the colonies and can be 

related to thinking, resting, sharing and tradition. In the early stages of the 

PhD program I concentrated on developing a conceptual tea set. The 

teapot is marked with holes, to suggest an insatiable thirst for tea. These 

holes form the shape of a doily draped over the pot. Its saw handle too 

suggests the colonist’s insatiable thirst for arable land and timber in both 

South Africa and Tasmania. However, there is also a reminder of the 

insidious exploitation of the indigenous population in this work. A black tray 

represents a privileged position over service.  

The gallery windows were also hung with a two metre long narrow strip of 

rice paper to which I had affixed spent tealeaves, made diaphanous by the 

outside light. I also built a wooden path in three sections, lit from 

underneath. The light shone through pierced holes outlining the shape of 

tealeaves.  

As part of the same work, a set of ceramic plates, impressed with seeds, 

hung on the wall. Below was a viewing platform, like those found on a trail 

in the bush. Painted on the duckboards were the words, Point Hope. A cloth 

hung over the rail to symbolize human presence/absence. I was suggesting 

that being reflective from a viewing platform leads to feeling hopeful and 

regenerated.  

A cloth, textured with holes, was placed on a small coffee table and painted 

over with white clay slip leaving behind a textured surface on the table. 

Arranged on the table was a set of delicate white and unglazed paper clay 

plates impressed with damask. 
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GALLERY INSTALLATION 

LAND, HOPE & ALLURE (Figs.77-83b, pp169-175) 

The visual material displayed in the Monash Faculty Gallery, Caulfield 

Campus, reflected the results of my research and many of the ideas 

discussed in the exegesis. The installation incorporated a number of 

individual works. 

My main aim was to create a reflective space. The gallery was kept as dark 

as possible while objects were highlighted with spotlights. This created the 

atmosphere for potential engagement.  

Central Structure  

A wooden structure divided the central space creating four sections. The 

form was placed on a diagonal therefore maximising the space available. 

The wooden panels were painted a dark colour to contrast with illuminated 

objects and in keeping with mood.  

My idea was for viewers to move in a circular direction from one segment 

to the next. The reason for this was that ‘greener pastures’ are powerful 

and sustaining lures beyond the confines of the real and metaphorical 

fence. For many, home is often experienced as confining or perceived as a 

‘barren’ place, whereas other and far away places are recognised as 

offering new opportunities. But so often the longing for home shadows the 

traveller resulting in circular journeys that are continuously being repeated 

in the endless and significant search for personal nourishment. I felt as if I 

was completing a circular journey by reaching backward in time between 

two homelands, Cape Town and Tasmania. The installation forms a circle 

that could be interpreted as a metaphor for the cyclical migrations of 

people around the world. I was also thinking of cell grazing where dense 

flocks of sheep are moved in a circular direction from one paddock/cell to 

another, allowing the grass in empty cells to recover. The sheep are always 

drawn by the allure of the greener grass over the next fence.  

Each section was marked with a title 

1 M I G R A T I O N  &  M A R K I N G  O F  P L A C E was the first 

section to be seen from the entrance to the gallery. The layout was 

minimal for visual effect when first entering the space. It contained the 

wooden table titled, Past Track, (see above). The embroidery of the plan of 
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Hope Walk was hung on the wall above the table. I included many relatives 

in the development of my project and my stepmother, Audrey Piggott, 

embroidered this piece.  

2 C U L T U R A L  & P S Y C H O L O G I C A L  L A N D S C A P E S 

This section was approached from right to left in a clockwise direction.  

Culturally rich landscapes were researched in both Cape Town and 

Tasmania. Psychological landscapes are those rich in historical allure and 

considered to be the triggers for memory and feelings about home. I 

displayed a research centre from where all ideas for the project had 

emanated. Maps, photographs, hand written letters, postcards and archival 

material taken from the archival box were pinned to the wall. Evidence of 

family movements and their memories informed the exhibition as much as 

the exegesis.  

The Croft Series (see above) were pinned to the wall amongst the archival 

material. A photo etching printed on damask hung on the adjoining wall. 

Titled HOPE, the work referred to the ideals of farmers and the hope they 

have when marking out and working their land. The damask cloth acted as 

a colonial object. 

In the corner a 15 min. sound loop ran during the exhibition. I had 

conducted 14 interviews in Tasmania and South Africa that recorded 

personal attitudes towards feeling connected to the land as well as 

memories of Walter and Frances Mason. 

3 I M A G I N A T I V E  P O W E R  O F  H O P E   

Continuing in a clockwise direction, the third section contained two apple 

trees as well as two large and one small Casuarina trees. Native and 

introduced trees mirrored each other. Which is to be planted and which is 

to be pulled out? Who is coming and who is going?  

Under the spotlight these trees appeared vulnerable, as did an old growth 

tree pictured in a postcard attached to one wall. The trees were symbolic of 

the ‘imaginative power of hope’. The early colonists cleared the land and 

removed the native species to make way for the planting of sustainable 

crops such as apple trees. However in the past many orchards in the once 

famous ‘apple isle’ of Tasmania were rooted out because of failing markets. 

Farmers today are replanting strips of native trees, that were removed a 
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century ago, to improve the quality of their land and conditions for their 

animals. Ironically, too, in changing economic markets much valuable 

grazing country is being purchased for plantation forests.  

4 F E E L I N G  C O N N E C T E D  T O  W O R L D is discussed 

throughout the exegesis in the context of direct experience. Walking and 

working the soil are ways of connecting to nature, activities that provide 

the time and space for reflection. I arranged modest objects such as a 

spade, walking boots and buckets of water, soil and seeds as symbolic of 

these connections. By working the soil and shaping the environment on a 

daily basis farmers do become deeply connected to their home and place. 

Being surrounded by the wilderness too is a way of feeling truly alive. My 

own experiences of country are closely related to digging, planting and 

bushwalking. Indifference is unlikely when having experienced nature in 

this way. 

Gallery Walls  

PHOTOGRAPHS (from left to right, for details concerning each work see 

above) 

  

 

COMPREHENSIVE LIST  
WALL WORKS (from left to right) 

 
1 LAKE PEDDER, 1974 

 TASMANIA 

 Digital Print, 112cm X 210cm 

 Somerset Velvet Enhanced 100% cotton digital paper, 250 gsm 

 (Fig.69, p165) 

 

2 OPEN LIPS FROM THE INSIDE LOOKING OUT, 2005 

 PEERS CAVE, FISHOEK, SOUTH AFRICA 

 DIGITAL PRINT, 112cm X 210cm 

 Somerset Velvet Enhanced 100% cotton digital paper, 250 gsm 

 (Fig.55, p154) 

 

3 SKILLDEGAT, 2005 

 PEERS CAVE, FISHOEK, SOUTH AFRICA 

 DIGITAL PRINT, 112cm X 210cm 

 Somerset Velvet Enhanced 100% cotton digital paper, 250 gsm 

 (Fig.54, p153) 

 

4 MUIZENBERG, 2005 

 CAPE TOWN, SOUTH AFRICA 

 Digital Print, 112cm X 210cm 

 Somerset Velvet Enhanced 100% cotton digital paper, 250 gsm 

 (Fig.48, p149) 

  

5 THE CAPE OF GOOD HOPE, 2005 

 CAPE TOWN, SOUTH AFRICA 

 Digital Print, 112cm X 210cm 
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 Somerset Velvet Enhanced 100% cotton digital paper, 250 gsm 

 (Fig.50, p151) 

 

6 HOPE WALK, 2005 

 CURRINGA FARM, TASMANIA 

Documentation 

 Digital Print, 112cm X 210cm 

 Somerset Velvet Enhanced 100% cotton digital paper, 250 gsm 

 (Fig.62, p161) 

 

7 HOPE, 2004 

 2 BOUND AND BOXED ARTIST BOOKS 

 Double Solander Box, linen, title in gold leaf  

 Each book 31.5cm X 31.5cm X 4.5cm 

Linen cover, embossed with rice paper and tea leaves  

Gold leaf titles  

20 leaves, etching, photo etching, embossing,  

Arches Aquarelle Satine water colour paper, 185 gsm, 29 X 29cm 

Wooden table, white gloves 

 (Figs.74-76, p168, Fig.82b, p174) 

 

8 EDGE OF CHANGE (series of 6), SILVER BUSH, CLIFF FACE, 

 INSIDE TREE, DIRECTION SIGN, LINE, BUSH, 2005 

CAPE TOWN, SOUTH AFRICA 

Digital prints, 61cm X 110cm 

Somerset Velvet Enhanced 100% cotton digital paper, 250 gsm 

(Figs.56-61, pp155-160)  

 

COMPREHENSIVE LIST OF WORKS  

CENTRAL INSTALLATION 

Central panel construction 

4 panels, 2 @ 2400 X 1250cm, 2 @ 3600 X 1250 cm, grey green paint  

Vinyl lettering, 30% grey, 1400 X 40 mm 

 

M I G R A T I O N  &  M A R K I N G  O F  P L A C E 

 PAST TRACK, 2008 

 Installation 

Wooden table, 221cm long X 42cm wide X 85cm high 

Perspex, Postcards, Epson Glossy Photo Paper, 225 gsm  

(Fig.77-77b, p169) 

 

PLAN OF HOPE WALK, 2005 

 EMBROIDERY, 6cm X 6cm, framed 

 Burnt orange and green variegated silk thread, silver thread, black beads 

Stitched by Audrey Piggott  

  

C U L T U R A L  &  P S Y C H O L O G I C A L  L A N D S C A P E S 

SOUND PROJECT, 2008 

Excerpts from 14 interviews, 15 min sound loop 

 

ARCHIVAL MATERIAL, 2003 - 2008  

Photographs, maps, handwritten letters, postcards, archival box 

 

FOUND AND MADE OBJECTS, 2003 - 2008 

Rice paper with tea leaves, toys, doilies 

 

HOPE, 2005  

Etching printed on damask fabric, from 5 photo-etching plates, 3 colours, 

(Fig.80b, p172),  
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THE CROFT, 2005 

 GROOTE CONSTANTIA 

CAPE TOWN, SOUTH AFRICA 

 Digital Print, 61cm X 50cm 

 Somerset Velvet Enhanced 100% cotton digital paper, 250 gsm 

 (Fig.51, p152) 

   

 PUBLIC GARDEN, 2005 

 CONSTANTIA 

 CAPE TOWN, SOUTH AFRICA 

Digital Print, 61cm X 50cm 

Somerset Velvet Enhanced 100% cotton digital paper, 250 gsm 

(Fig.52, p152) 

 

 THE OLD SILLERY, 2005 

 CONSTANTIA 

 CAPE TOWN, SOUTH AFRICA 

Digital Print, 61cm X 50cm 

Somerset Velvet Enhanced 100% cotton digital paper, 250 gsm 

(Fig.53 p152) 

 

I M A G I N A T I V E  P O W E R  O F  H O P E 

 2 large apple trees in plant pots  

2 large Casuarina trees in plant pots  

2 small Casuarina trees in plant pots 

3 Poa Tussocks 

(Figs.80-80a, p172, 81, p173) 

 

F E E L I N G  C O N N E C T E D  T O  W O R L D 

 3 aluminium buckets, 1 stainless steel spade with wooden handle 

 apple seeds, black soil, water, walking boots 

(Figs.81a-81b, p173) 

 

WORKS NOT INCLUDED IN THE FINAL EXHIBITION 

 

HOPE WALK, 2005 (site specific sculpture) 

CURRINGA FARM, TASMANIA 

Wooden path, red gravel, 4 perforated metal screens with black background and 

white letters - H O P E,  

1.8m wide X 2m high, 2 black perforated metal screens, 90cm wide X 2m high, 

14 pine poles, white electric fencing tape 

 500 Poa tussocks, 14 Casuarina trees (She Oaks) 

 Area 20 X 20m 

 (Appendix I, pp189-214) 

 

POINT HOPE, 2003 

Installation, Greenhouse Gallery, Monash University, Caulfield Campus 

Platform/path/duckboards, 190cm long X 50cm wide, whitewashed, stenciled letters 

POINT HOPE  

Safety fence, 110cm wide X 120cm high, hand rail, 120cm wide X 8cm 

Black cloth/mesh, painted with white slip, 2m long X 60cm wide 

10 ceramic plates, damask embossed, sawdust fired 

Coffee table, painted with white slip through cloth/mesh, 4 ceramic plates, damask 

embossed, terra siggilata slip, 

4 slip caste prickly pear fruit, 4 sticks, silver tray containing seeds and tealeaves 

2 teapots with wooden handles, 2 trays painted with terra siggilata slip, seedpods 

and tealeaves 

Wooden path, drilled holes to form the shape of tea leaves, lit from underneath with 
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Haligan lights 

1 length of rice paper - 6m, tea leaves 

(Figs.70-71, p166, Figs.70-73, p167) 

 

NATIONAL GALLERY, THE COMPANY’S GARDEN, 2005  

 CAPE TOWN, SOUTH AFRICA 

 Digital Print, 112cm X 210cm 

 Somerset Velvet Enhanced 100% cotton digital paper, 250 gsm 

 (Fig.49, p150) 

 

 

Through my artwork I have expressed how my grandparents’ journey from 

Britain via South Africa to Tasmania was not arbitrary but planned and 

anticipated. Their hope was connected to owning land where opportunities 

had been advertised. Their motivations were part opportunistic, part 

idealistic but the allure of new horizons and lands stimulated their change. 

They ‘walked’ into the unknown and the isolation of Tasmania armed with 

aspirations and the intention of starting afresh. In many ways their hope 

was realised and in others unfulfilled. 

Frances and Walter Mason ultimately benefited from opportunities that 

others did not have. I remember the silence surrounding their South 

African background. It is only relatively recently that the family has 

discussed and researched our South African heritage. Several relatives 

from different generations have visited Cape Town and reported the 

discomfort and shame that they felt when confronted with the realities of 

apartheid. The consequences of that era are still evident today. Perhaps 

part of Tasmania’s allure for my grandparents was that it was an 

untroubled society unencumbered by racial tensions. When I met relatives 

in Cape Town I realised that the situation was and is more complex than 

could be imagined from the distant and relatively uncomplicated lifestyle 

and culture of Tasmania. In 2005 I witnessed poverty amongst a significant 

number of black South Africans in Cape Town. 

The consequences of colonialism have been dire for indigenous populations 

in both Cape Town and Tasmania and even though this aspect has not 

been central to my research, it has been difficult to ignore.  
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C O N C L U S I O N 

My investigation into hope and allure considered my personal family history 

in South Africa and Tasmania as a primary source of information. Ancestral 

stories were the basis for analysing complex relationships between 

migration and change and the resultant consequences. My travels were 

essential in providing me with the material evidence and inspiration that 

underpinned this research into how the senses of hope and allure are 

enacted, expressed and represented. The research established hope and 

allure as emotions that are both personal and universal.  

The migratory patterns of my grandmother and her ancestors date back 

600 years to the French Huguenots. During the colonial period members of 

both my grandparent’s families migrated to the colonies from Great Britain 

therefore connecting me to a continuous history of upheaval, dislocation 

and re-settlement. Attitudes towards the search for security in land as well 

as emotional attachments to the natural world, is knowledge that has been 

transferred between generations and has influenced my artistic endeavours 

and achievements. 

The focus on a personal heritage also facilitated investigations into the 

psychological importance of land, not only for security, but also for 

pleasure and as a source of inspiration that provided the framework for 

comprehensive studio research. It built the foundation for reflecting on 

familiar territory but also far away places that had previously existed only 

in my imagination. 
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Emotions associated with migration as well as the symbolic importance of 

landscapes that are continually marked by shifting commercial, political 

and cultural imperatives became recurrent themes in the artwork. The 

main results of my research were the installations Hope Walk, Point hope 

and Land, Hope and Allure that addressed these concerns by inviting 

viewers to actively engage with the work. Direct experience and reflection 

were proposed and discussed as crucial elements in fostering the 

understanding and appreciation of both urban and rural environments. 

Land, of course, is universally important for physical sustenance of life but 

also because of its symbolic associations with human narratives. It became 

clear that imagination as well as the need for economic survival gives rise 

to hope for better futures that can be stimulated by the allure of far away 

places. The investigation confirms that a sense of place, identity and 

belonging emanate from feelings of connectedness to land. The familiarity 

of landscapes and environments therefore, contributes to the meaning of 

home that has been established in this project as the core or centre of the 

world being experienced. In this research then the recording of memories 

and experiences through oral history played a significant role in the 

analysis of cultural and social contexts. 

My family history proved to be an excellent example for demonstrating the 

fact that European colonials viewed land as object, to be owned and 

controlled. Landmarks from old homelands and the psychological 

attachments that were made to adopted landscapes were equally influential 

in shaping attitudes as well as the environment.  

The research has shaped some of my photographic series including Edge of 

Change. Evidence of civilization and the rhythmic cycles of decay and 

regeneration are testament to the continuity of life to be found in both 

nature and man-made environments. Feeling connected to nature, as 

opposed to indifference, is the stimulus and foundation for protecting the 

environment. It was therefore essential to mention artists who have been 

instrumental in creating awareness through their work that has changed 

attitudes towards saving environments at risk of being damaged or lost.  

During my research unexpected issues arose that could not be ignored. 

Differing attitudes to land has been dire for indigenous cultures seen in the 

destructive consequences of colonialism where livelihoods have been 
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affected as well as communities being separated from sacred land. These 

issues were beyond the scope of this project. 

New questions arise from this work in the ongoing concern for people as 

they connect to place, that is becoming increasingly complicated by global 

displacement and geographical changes such as global warming. Will 

nature survive with the demands made upon it for profit and home 

making? In the meantime hope and allure continue to inform knowledge 

and act as driving forces in seeking new opportunities.  
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PHOTOGRAPHER UNKNOWN
FRANCES ANNIE MASON, WALTER MASON
ON THEIR WEDDING DAY, 1912
TASMANIA 

FIG.1

PHOTOGRAPHER UNKNOWN
THE MASON FAMILY, 1926
HOBART 

FIG.2

PHOTOGRAPHER UNKNOWN
MARIE-LOUISE PIGGOTT WITH FRANCIS ANNIE MASON, 1948
HOBART

FIG.3
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TEA BOX, MADE IN SOUTH AFRICA
FAMILY COLLECTION
DIGITAL IMAGE

MARIE-LOUISE ANDERSON
GROOTE SCHURR MUSEUM, 2005
CAPE TOWN
DIGITAL IMAGE

FIG.5

FIG.6

MARIE-LOUISE ANDERSON
LAWTON COPPER, 2005
STELLENBOSCH MUSEUM, STELLENBOSCH
DIGITAL IMAGE

FIG.4
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MARIE-LOUISE ANDERSON
GROOTE CONSTANTIA ESTATE 
GRAPE VINES AGAINST TABLE MOUNTAIN, 2005
CAPE TOWN
DIGITAL IMAGE

FIG.7

PHOTOGRAPHER UNKNOWN 
AMBERLEY, PHILLIP MASON’S PROPERTY, nd,
HAMILTON, TASMANIA

FIG.8
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MARIE-LOUISE ANDERSON
HAMILTON SHOW SIGN IN WHITE STONES, 2007
TASMANIA
DIGITAL IMAGE

MARIE-LOUISE ANDERSON
HAMILTON COUNTRY,  2007
TASMANIA
DIGITAL IMAGE

FIG.9

FIG.10
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JOSEPH LYCETT
DISTANT VIEW OF HOBART TOWN, VAN DIEMEN’S LAND, FROM BLUFHEAD, 1825
ETCHING AND AQUATINT, HAND COLOURED, 17.6 X 27.6 CM

JOHN GLOVER
MOUNT WELLINGTON AND HOBART TOWN, FROM KANGAROO POINT, 1834
TASMANIAN MUSEUM AND ART GALLERY AND NATIONAL GALERY OF AUSTRALIA
OIL ON CANVAS, 76.2 X 152.4 CM

WILLIAM CHARLES PIGUENIT
A MOUNTAIN TOP, TASMANIA, c 1886
TASMANIAN MUSEUM AND ART GALLERY 
OIL ON CANVAS, 76 X127.5 CM

FIG.11

FIG.12

FIG.13
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TIM BURNS
DARKLY SILENT, 2005
OIL ON LINEN, 260 X 180 CM

DAVID STEPHENSON
DROWNED NO16, LAKE GORDON, TASMANIA, 2001
B&W PHOTOGRAPH, FRAMED 61 X  89 CM

FIG.15

FIG.16
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KAORU MOTOMIYA
METABOLISM, 2004
INSTALLATION, MIXED MEDIA

FIG.18

PETER SCHULTZ
CONFESSIONAL, 1995
INSTALLATION

SENZENI MARASELA
UNTITLED, 1995
INSTALLATION, MIXED MEDIA

FIG.19

FIG.20



 133

DAVID GOLDBLATT
BLUE ASBESTOS FIBRES ON A TAILINGS DUMP AT THE OWENDALE ASBESTOS 
MINE. THERE ARE OCCUPIED HOUSES ONE KILOMETRE FROM HERE. THE PREVAIL-
ING WIND IS IN THE DIRECTION OF THE HOUSES. POSTMASBURG DISTRICT, 
NORTHERN CAPE, 26 OCTOBER 2002, 2002
PIGMENT INK ON COTTON PAPER, 124 X 98 CM

FIG.21
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MARIE-LOUISE ANDERSON
TABLE MOUNTAIN, 2005
CAPE TOWN
DIGITAL IMAGE

WAYNE COUGHLAN
TABLE MOUNTAIN WITH TEA CUP, 1999
DIGITALLY ENHANCED PHOTOGRAPH

FIG.22

FIG.23
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MARIE-LOUISE ANDERSON
TIGER HOUSE, 2004
BEAUMARIS ZOO, HOBART
DIGITAL IMAGE

MARIE-LOUISE ANDERSON
LION HOUSE, 2005
GROOTE SCHURR ESTATE, CAPE TOWN
DIGITAL IMAGE

FIG.24

FIG.25
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MARIE-LOUISE ANDERSON
OLD PEAR TREE, 2005
THE COMPANY’S GARDEN
CAPE TOWN
DIGITAL IMAGE

SIGN
DIGITAL IMAGE

FIG.26

FIG.26a
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MARIE-LOUISE ANDERSON
MULBERRY TREE, 2007
BOTANICAL GARDENS, HOBART
DIGITAL IMAGE

MARIE-LOUISE ANDERSON
ESPALIERED FRUIT TREES 
AGAINST WALL WITH FIREPLACES FOR HEATING, 2007
BOTANICAL GARDENS, HOBART
DIGITAL IMAGE

FIG.27

FIG.28
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PAUL CARTER IN COLLABORATION WITH LAB ARCHITECTURE STUDIO
NEARAMNEW, 2003
FEDERATION SQUARE
MELBOURNE
DETAIL AND BIRDSEYE VIEW
PHOTOGRAPHS

FIG.29
FIG.29a
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CASPAR DAVID FRIEDRICH
THE WRECK OF HOPE, 1824
OIL ON CANVAS, 96.7 X 126.9 CM

FIG.30
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RICHARD LONG
CLEARING A PATH A SIX DAY WALK IN THE HOGGAR, 1988
THE SAHARA 

RICHARD LONG
A WALK BY ALL ROADS AND LANES TOUCHING OR 
CROSSING AN IMAGINARY CIRCLE, 1977
SOMERSET, ENGLAND
MAPS, TEXT, 88 X 123 CM

RICHARD LONG
WATERLINES, 1989
TEXT ON BOARD, 79 X 160 CM

FIG.31

FIG.32

FIG.31a
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HAMISH FULTON
GAZING AT THE HORIZON LINE, SKY HORIZON GROUND, 1982
FRAMED B&W PHOTOGRAPH, TEXT, 245 X 46 CM

HAMISH FULTON
ROCK PATH, 1986
FRAMED B&W PHOTOGRAPH, TEXT, 142 X 110 CM

HAMISH FULTON
NIGHT CHANGING SHAPES, 1991
FRAMED B&W PHOTOGRAPH, TEXT, 143 X 117 CM

HAMISH FULTON
NO TALKING FOR SEVEN DAYS
WALKING FOR SEVEN DAYS IN A WOOD JANUARY FULL MOON CAIRNGORMS, 1993
SCOTLAND
PAINTED TEXT ON WALL

FIG.33

FIG.34a

FIG.35

FIG.34
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ROBERT SMITHSON
SPIRAL JETTY, 1970
GREAT SALT LAKE, UTAH
ROCKS, EARTH, SALT CRYSTALS, WATER
6,783 TONNES EARTH
1.450 M, 450 CM DEEP

FIG.36

WALTER de MARIA
THE NEW YORK EARTH ROOM, 1977
DIA CENTRE FOR THE ARTS, NEW YORK
EARTH, PEAT, BARK
H 56 CM, SURFACE AREA 335 M  , 197 M  EARTH, 300 KG EARTH

FIG.37
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MEL CHIN
REVIVAL FIELD, PIG’S EYE LANDFILL, 1990-1993
ST. PAUL, MINNESOTA
PLANTS, INDUSTRIAL FENCING, HAZARDOUS WASTE LANDFILL
APPROX. 3 X 18 X 18 M

FIG.38
FIG.38a
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JOSEPH BEUYS
7,000 OAKS, 1982
DOCUMENTA 7, KASSEL
7,000 GRANITE BLOCKS, 7,000 HOLM OAK TREES

AGNES DENES
TREE MOUNTAIN - A LIVING TIME CAPSULE, 1982
FINLAND
10,000 TREES. 10,000 PEOPLE, 400 YEARS
DRAWING, METALIC INK ON MYLAK, 86 X 244 CM

FIG.39
FIG.39a

FIG.40
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ANDY GOLDSWORTHY
SHADOW STONE FOLD, 2007
YORKSHIRE SCULPTURE PARK, UK
INSTALLATION

FIG.41
FIG.41a
FIG.41b
FIG.41c
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ANDY GOLDSWORTHY
WOOD ROOM, 2007
YORKSHIRE SCULPTURE PARK, UK
INSTALLATION

ANDY GOLDSWORTHY
CLAY ROOM, 2007
YORKSHIRE SCULPTURE PARK, UK
INSTALLATION

FIG.42

FIG.43
FIG.43a
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ANDY GOLDSWORTHY
DUNG COLLECTED FROM THE DAIRY CATTLE OF YSP TENANT FARMER 
PHILIP PLATTS, 2007
YORKSHIRE SCULPTURE PARK, UK
INSTALLATION

ANDY GOLDSWORTHY
COW DUNG ON GLASS, 2007
YORKSHIRE SCULPTURE PARK, UK
INSTALLATION

FIG.44
FIG.44a

FIG.45
FIG.45a
FIG.45b
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ANSELM KIEFER
PALMSONNTAG, 2007
LONDON
INSTALLATION, MIXED MEDIA

ANSELM KIEFER
PALMSONNTAG, 2007
LONDON
INSTALLATION DETAIL

FIG.46

FIG.47
FIG.47a
FIG.47b
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MARIE-LOUISE ANDERSON
CROFT SERIES, THE CROFT,  2005,
GROOTE CONSTANTIA
DIGITAL PRINT, 61CM X 50CM. CAPE TOWN

MARIE-LOUISE ANDERSON
CROFT SERIES, PUBLIC GARDEN, 2005,
DIGITAL PRINT, 61CM X 50CM, CAPE TOWN

MARIE-LOUISE ANDERSON
CROFT SERIES, THE OLD SILLERY, 2005,
DIGITAL PRINT, 61CM X 50CM, CAPE TOWN, 

FIG.51

FIG.52

FIG.53
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MARIE-LOUISE ANDERSON
EDGE OF CHANGE SERIES, SILVER BUSH, 2005
CAPE TOWN
DIGITAL PRINT, 61CM X 110CM

FIG.56
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MARIE-LOUISE ANDERSON
EDGE OF CHANGE SERIES, CLIFF FACE, 2005
CAPE TOWN
DIGITAL PRINT, 61CM X 110CM

FIG.57
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MARIE-LOUISE ANDERSON
EDGE OF CHANGE SERIES, INSIDE TREE, 2005
CAPE TOWN
DIGITAL PRINT, 61CM X 110CM

FIG.58
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MARIE-LOUISE ANDERSON
EDGE OF CHANGE SERIES, DIRECTION SIGN, 2005
THE CAPE OF GOOD HOPE
DIGITAL PRINT, 61CM X 110CM

FIG.59
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MARIE-LOUISE ANDERSON
EDGE OF CHANGE SERIES, LINE, 2005
CAPE TOWN
DIGITAL PRINT, 61CM X 110CM

FIG.60
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MARIE-LOUISE ANDERSON
EDGE OF CHANGE SERIES, BUSH, 2005
CAPE TOWN
DIGITAL PRINT, 61CM X 110CM

FIG.61
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MARIE-LOUISE PIGGOTT
LAKE PEDDER, 1974
TASMANIA
COLOUR SLIDE

BRUCE PIGGOTT
LAKE PEDDER, 1974
TASMANIA
COLOUR SLIDE

FIG.63

FIG.63a
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BRUCE PIGGOTT
LAKE PEDDER, 1974
TASMANIA
COLOUR SLIDE

BRUCE PIGGOTT
LAKE PEDDER, 1974
COLOUR SLIDE
TASMANIA

FIG.64

FIG.64a
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MARIE-LOUISE ANDERSON
LAKE PEDDER, 1974
TASMANIA
 
MARIE-LOUISE ANDERSON
LAKE PEDDER, 1974
TASMANIA

MARIE-LOUISE ANDERSON
LAKE PEDDER,  1974
TASMANIA

MARIE-LOUISE ANDERSON
LAKE PEDDER,  1974
TASMANIA
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MARIE-LOUISE ANDERSON
POINT HOPE, 2003
INSTALLATION DETAIL
CLAY, WOOD, TEA
36.0 CM W X 26.0 CM D X 20 CM H

MARIE-LOUISE ANDERSON
POINT HOPE, 2003
INSTALLATION DETAIL
CLAY, WOOD, TEALEAVES ON RICE PAPER
TEAPOT 20.0 CM W X 23 CM H

FIG.70
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MARIE-LOUISE ANDERSON
POINT HOPE, 2003
INSTALLATION DETAIL
MIXED MEDIA 
DIMENSONS VARIABLE

MARIE-LOUISE ANDERSON
POINT HOPE, 2003
INSTALLATION DETAIL
MIXED MEDIA
DIMENSIONS VARIABLE
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MARIE-LOUISE ANDERSON
HOPE, 2004
2 BOUND AND BOXED ARTIST BOOKS
ETCHINGS, 31.5 X 31.5 X 4.5 CM

MARIE-LOUISE ANDERSON
HOPE, 2004
2 BOUND AND BOXED ARTIST BOOKS
ETCHINGS, 31.5 X 31.5 X 4.5 CM

MARIE-LOUISE ANDERSON
HOPE, 2004
2 BOUND AND BOXED ARTIST BOOKS
ETCHINGS, 31.5 X 31.5 X 4.5 CM
PHOTOGRAPHS: ELIZABETH LIEW
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MARIE-LOUISE ANDERSON
PAST TRACK, 2008
INSTALLATION DETAIL 
WOODEN TABLE 220 CM X 42 CM
39 POSTCARDS 10 CM X 15 CM

FIG.77
FIG.77a
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MARIE-LOUISE ANDERSON
LAND, HOPE & ALLURE, 2008
INSTALLATION DETAILS, MIXED MEDIA, 
DIMENSIONS VARIABLE
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MARIE-LOUISE ANDERSON
LAND, HOPE & ALLURE, 2008
INSTALLATION DETAILS, MIXED MEDIA
DIMENSIONS VARIABLE
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MARIE-LOUISE ANDERSON
LAND, HOPE & ALLURE, 2008
INSTALLATION DETAILS, MIXED MEDIA
DIMENSIONS VARIABLE
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MARIE-LOUISE ANDERSON
LAND, HOPE & ALLURE, 2008
INSTALLATION DETAILS, MIXED MEDIA
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MARIE-LOUISE ANDERSON
LAND, HOPE & ALLURE, 2008
INSTALLATION DETAILS, MIXED MEDIA
DIMENSIONS VARIABLE
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MARIE-LOUISE ANDERSON
LAND, HOPE & ALLURE, 2008
INSTALLATION DETAILS, MIXED MEDIA
DIMENSIONS VARIABLE
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Appendix I 

 

 

PROPOSAL 

 

H O P E 

INTERPRETATIVE & EXPERIENTIAL ARTWORK 

H HELPING TO UNDERSTAND LAND-CARE ISSUES 

O ORGANISING THE LAND IN SUSTAINABLE WAYS 

P PEOPLE AND PLACE 

E ENVIRONMENT 

Traditionally, Interpretation incorporates photographs, drawings and text. 

Small sculptural displays are also sometimes utilised. In some Visitor 

Centres aspects of history and human activity are presented as objects to 

be observed. There are also situations where a mood is created by 

incorporating sets of ‘Rainforest’ and ‘prison’ environments for example. 

However, an irony sometimes inherent in the narrative structure of the 

Visitors Centre is that often tourists spend much of their time reading the 

information panels at the expense of sufficient time spent intuitively 

engaging with and interpreting the environment for themselves. 

At Curringa farm, in the Derwent Valley, we aim to develop the concept of 

Interpretation into a large 3 dimensional Artwork instead of graphic and 

textual displays. 

The history of a family lineage and farming practices has influenced the 

visual structure of the piece. A new generation of farmers communicate to 

visitors their passion and commitment towards re-vegetation and 

preservation of wildlife habitats that they believe will make farming 

practices sustainable as well as conserving environmental structures for 

further generations. 

The 20 X 20 metre artwork will consist of a duckboard path that defines a 

way through. Jagged rows of Poa tussocks representing the crimp of the 

sheep’s wool will be planted. Poles reminiscent of hop growing in the 

Derwent Valley will be utilised. Perforated metal screens with the letters    

H O P E will be incorporated. Casuarina trees, indigenous to the area, will 

be planted around three sides of the work and gravel paths will connect the 

artwork to the Sheep Centre and the Wildlife Sanctuary Lagoon. 

The artist aims to create a conceptual environment within the landscape 

designed to involve all the senses and one that is safely contained as well 

as separate from everyday reality and literal interpretation. The design 

takes into account the effect of the combination of layers of patterns and 

lines, with the movement of the grass in the wind and shifts in perspective 

caused by the movement of walking. 



 190

While walking through the artwork, viewers will be encouraged to turn 

inward and to reflect upon environmental issues previously discussed on 

the farm tour. As visitors leave the walk, the expansiveness of the 

landscape will open out in front of them and be seen with new eyes. In 

other words, H O P E will provide a reflective rather than a didactic 

experience for visitors. 

Our aim is to provide an environmental artwork that will engender amongst 

tourists, local, national and international visitors, thoughts about the 

meaning of hope when on a walk and in relation to caring for natural 

systems. 
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GRANT APPLICATION 

 
Attention Kathy Gatenby 

Manager 

Nature Based Tourism 

GPO Box 399  

Hobart 

Tasmania 7001 

 

 

 

H O P E  W A L K 

INTERPRETATIVE AND EXPERIENTIAL ARTWORK 

 

 

 

 

 

 

 

Tim and Jane Parsons 

Curringa Farm 

Hamilton Sheep Centre 

PO Box 39 

Hamilton 

Tasmania 7140 

 

Artist 

Marie-Louise Anderson 
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Project        H O P E 

  INTERPRETIVE AND EXPERIENTIAL ARTWORK 

Vision   Experiential artwork on the farm, spreading messages of 

hope 

Aim To establish a work of art on a farm scale to express hope 

and land management information to visitors to the property 

Outcomes 

• 20 m by 20 m area as an artwork 

• wooden poles, with reference to hop growing in the 

region 

• poa tussocks, grown to represent the crimp of the 

sheep’s wool 

• duckboard path to represent, family diaspora, the 

sheep shed and agriculture as well as contemporary 

viewing of the landscape 

• the 20 m long duckboard walkway interspersed with 

prefabricated perforated metal screens fitted with the 

letters H O P E to offer the viewer an alternative view 

of their natural surroundings 

Steps  Project concept   Completed by Marie-Louise 

      Anderson 

  Source materials  Completed by Tim Parsons 

Construction Due for completion November 

2004 

  Interpretation   Due for completion Feb 2005

  Advertising and  

promotion   February – April 2005 

  Launch and opening  Curringa Farm, June 2005 

  Ongoing maintenance By Tim Parsons 

Extension and connection  

to wetland walkway  Commencing Spring 2005 

 
TOURISM 21 AND THE CONTRIBUTION MADE TO LOCAL AND  

REGIONAL TOURING STRATEGIES 

The project proponents are intrinsically involved in the activities of the 

Rivers Run Touring Route. Tim Parsons is a chair of the association as well 

as working as a volunteer board member of the Tasmanian South Tourism 

Association. 

BREAKDOWN OF OVERALL PROJECT COSTS 

Concept and design     $2000   In Kind 

Travel and communications  $1000 

Materials    $4800 

Construction    $2000   In Kind 

Advertising promotion  $1000 

Interpretation signs   $2000 

Launch     $1000 

TOTAL     $13,800 
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LEVEL OF EXISTING FUNDING / PLEDGES AND SOURCES 

Tim and Jane Parsons are committed to undertaking the construction of the 

work as well as providing second hand materials for the project. 

The artist, Marie-Louise Anderson, is offering the design and theoretical 

background for the project as well as providing time and new materials. 

OTHER GRANT FUNDS SOURCED OR PROPOSED 

At this stage we are not contemplating seeking any other specific funding 

for this project. 

LEVEL OF ASSISTANCE SOUGHT 

For this project we are seeking $4800 assistance towards an artist’s fee 

and selected materials. 

 

PERCEIVED MARKET NEED 

We believe that this innovative and contemporary concept of integrating 

art with farming and tourism will satisfy a new sector of the traveling 

tourist. In regional areas such as the Derwent Valley, and more specifically 

Hamilton, there is always a need to introduce new and engaging activities. 

Ultimately, the aim of this project is to encourage reflection and enjoyment 

of the surrounding landscape. 

Tim and Jane Parsons own and operate the Hamilton Sheep Centre. The 

farm offers an experience where visitors can see sheep dogs at work and 

sheep being shorn. A tour is offered to provide information about farm and 

land management. Morning and afternoon teas as well as a three-course 

lunch are provided. 

Last season the farm hosted over 1200 visitors which is expected to 

increase to 2000 this year and 5000 by 2007. The interpretive and 

experiential artwork HOPE will complement existing attractions and 

introduce farm-scale art into a traditionally conservative community. 

 

RESEARCH UNDERTAKEN 

Existing research by the artist indicates that environmental and wilderness 

studies are being investigated within the University of Tasmania. At the Art 

School in Hobart the unit Art, Natural Environment and Wilderness, is 

offered to students. Organizers of the course are interested in including the 

Hamilton Sheep Centre in their program. They see their students 

benefiting, not only from being introduced to a progressive farmer’s vision 

of the land, but also in being able to experience a large and experiential 

contemporary artwork that interprets the history of land use and land-care. 

The Centre for Visual and Performing Arts in Launceston also offers 

Wilderness studies units. Curringa farm lies on the edge of Tasmania’s 

South-West wilderness and offers valuable research for such studies. 

 

BUSINESS PLAN  

THE LONG-TERM RESPONSIBILITY FOR MANAGEMENT AND MAINTENANCE 

Tim and Jane Parsons, the project managers of Curringa Farm, have a 

comprehensive existing business plan for their property. Within this plan 

are strategies for maintaining the appearance of the property as a major 
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tourist attraction. The plan encompasses environmental and human 

resource management and production systems. They undertake full 

responsibility for the construction and ongoing management / maintenance 

of this project. As specified in the abstract, the project is a living concept 

allowing for continued planting of trees that will eventually replace the 

initial pole structures, therefore converting the modified surroundings into 

a living art piece. 

 

  

SPECIFICATIONS      20/03/04 

 
 
Area  20X20 metres square with boundary fence 
 
 
Poles  Pine Poles 
  Cemented into the ground 
  Wire stays to hold them in place 
 
Duckboard  

Path  Raised 20-25 cm off the ground (one step up) 
  Rough sawn timber 
 
Gravel Path (red) gravel path (as seen on existing path) leading from the Sheep 

Centre to the entrance of the Artwork and from the end of the Artwork 
to the far corner of the lagoon 

  
Gravel  (red) gravel in between rows of plants 
 
Grass  10 rows of Poa tussocks either side of the duckboard path 
 
Trees  Casuarina trees (She Oaks) planted next to each outside pole (6) 
  Also planted along the fence to replace existing pines 
 
Screens To be made in Melbourne (type to be decided-samples included) 
  Mounted in metal frames 

Four screens to be attached to inside poles and to the centre of the 
path (alternate sides)  
One letter to each screen 

 
Tape  Electric Fencing Tape connecting top of poles configured as shown  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

THE GRANT APPLICATION WAS SUCCESSFUL 
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PLANS AND DRAWINGS OF STRUCTURE 

 

 

PLAN 

 

 

 

MODEL 

 

 



 196

 

DRAWING OF PROJECT 

 

 

 

MESH 
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INFLUENCES 
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SITE, CONSTRUCTION AND FINISHED WORK (PAGES 132-137) 
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 201

 

 

 

 

HOPE WALK 

20 X 20 M 
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 204

 

 

 

TIM PARSON MOVING A FLOCK OF SHEEP AND 
TALKING ABOUT THE REGENERATION OF PARTS OF THE BUSH AT THE BACK  
OF HIS FARM 
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TEXT FOR INTERPRETATIVE SIGN 

 
 

H O P E  

  Interpretive and  

  Experiential Artwork 
 
 
 

H helping to understand land-care issues 

O organizing the land in sustainable ways 

P people and place 

E environment 
 
 
 
This site-specific 3 dimensional artwork is intended to extend the concept of 
Interpretation and honours the history of a family lineage of farmers who have worked 
the land.   
 
There are always those who imagine different realities and travel seeking adventure 
and change. Perhaps HOPE stems from the motivating position of discontent that 
ultimately leads to new opportunities. Our ancestors migrated from the Cape of Good 
Hope to Tasmania to grow apples in 1910.  
 
We invite you to not only observe but also to walk through the artwork HOPE and to 
reflect upon personal connectedness or maybe separateness to and from the 
land/environment.  
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LEAFLET THAT ACCOMPANIED THE WORK 

 

 

H O P E  

  Interpretive and  

  Experiential Artwork 
 
 
 

H helping to understand land-care issues 

O organizing the land in sustainable ways 

P people and place 

E environment 
 
 
 
 
HOPE is a three-dimensional experiential land art. I invite you to not only observe but 
to walk through the work and to reflect upon contemporary environmental issues as 
well as question the experience of connectedness and/or separateness to and from 
the natural environment. 
 
Not so long ago this land was the home of the Aborigines and today the farm clings to 
the edge of Tasmania’s western wilderness. My cousins Tim and Jane Parsons are 
re-introducing indigenous plants in an effort to retard further contraction of the forests. 
My artwork incorporates plants indigenous to this area such as Poa Tussocks and 
Casuarinas and references traditional farming practices such as grazing, cropping and 
hop growing.  
 
Like our forebears Walter and Frances Mason, who migrated from The Cape of Good 
Hope to farm in Tasmania at the beginning of the 20

th
 century, there are those who 

imagine different realities and travel to seek adventure and change. Perhaps HOPE 
stems from the motivating position of discontent that ultimately leads to new insights 
and fresh opportunities. 
 
 
 
 
Marie-Louise Anderson 
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INVITATION TO LAUNCH OF THE ARTWORK 

 

 

H O P E  

  Interpretive and  

  Experiential Artwork 
 

H helping to understand land-care issues 

O organizing the land in sustainable ways 

P people and place 

E environment 

 
 
Traditionally, Interpretation incorporates  
photographs, drawings and text as well as  
3D displays. In Visitor Centres aspects of  
history, human activity and nature are  
presented as objects to be observed. 
 

At Curringa Farm we invite visitors to not  
only observe but to walk through the artwork  
H O P E,  to reflect upon contemporary  
environmental issues, and to question  
the experience of connectedness and/or  
separateness to and from the land. 
 
On completion of the walk the  

picturesque expansiveness of Tasmania’s  
farming landscape, that borders the  
western wilderness, may be seen with  
fresh eyes. 
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INVITATION TO THE OPEN DAY, organised by Tim Parsons 

 

 

 

 

OPEN DAY ON CURRINGA FARM 
 

 

Sunday the 25
th

 September 2005, 11.00 am onwards 

 

Please join us to celebrate 3 wonderful things 

 

• Over the Back lakeside Spa Cottage turns 21 

• Marie Lou’s landscape artwork installation :-  “HOPE” 

• Curringa Farm’s new farm tour attraction open daily for 

travelers 

 

11.00 am arrive 

12.00 Light lunch provided 

1.00 – 1.30   Formalities 

Opening by  ( Minister for Tourism, + Minister for Arts) 

   

 

Bring your family and friends along for a day on the farm. 

Live music, open house at Over the Back and on the Houseboat. 

BYO picnic hamper and chairs or RSVP for lunch on the house. 

Bar open for purchases of Tassie wine and beer. Tea and Coffee provided. 

Lucky door prizes 

 

Please visit our new website www.curringafarm.com 

 

 

RSVP  via our new webpage email service   www.curringafarm.com/contact 

Phone 03 62 863332 email:- mail@curringafarm.com   

 

 

We look forward to seeing you on the farm, 3 kms west of Hamilton. 

 

Cheers 

Tim and Jane Parsons 
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INTRODUCTORY TALK AT THE OPENING 

 
 
Welcome everyone and thankyou for coming 
 
Thanks to 
Tim and Jane Parsons 
Cathy Gatenby and Nature Based Tourism – the Grant  
Marie Gatenby - research 
Clair Ellis, University of Tasmania, Imaging Nature Conference 
Elizabeth Liew – family research 
 
My idea started with a connection our family has with South Africa and I wanted to 
trace family farming down the generations. Our ancestors, Walter and Frances 
Mason, my grandparents and Tim’s great grandparents, migrated to Tasmania after 
purchasing a property near Launceston, apparently sight unseen. Walter came from a 
family of farmers and merchants and was a very young man when he left England to 
try his luck in South Africa. Connections to land and farming was in his blood. Just like 
it is in Tim’s blood with farming on both his paternal and maternal sides. Jane too has 
farming in her family background. 
 
It was at the funeral of our last remaining uncle Max Mason, who had farmed most of 
his life on Flinders Island, that Tim and I got together and discussed our passions. His 
enthusiasm is for sustainable farming, caring for the environment and tourism and 
mine is for art, history and communication. What we have in common is loyalty to 
family and dogged determination. 
 
We agreed to combine our talents. Tim allowed me to realise an artwork on his 
property that would extend his eco tourism business therefore adding to the visitor’s 
experience. 
 
Traditionally, Interpretation incorporates photographs, drawings and text but at 
Curringa Farm we wanted to extend the notion of Interpretation into a three 
dimensional artwork.  
 
The duckboard path leads you through the work and on either side there are jagged 
rows of Poa tussocks that represent the crimp of the sheep’s wool. Poles are in place 
reminiscent of hop growing in the Derwent Valley. The word H O P E stems from The 
Cape of Good Hope, which is where our ancestors came from. But they also have a 
contemporary meaning on the farm: - 
H – helping to understand land-care issues,  
O – Organising the land in sustainable ways,  
P – people and place,  
E – Environment.  
 
We invite you to not only observe but to walk through the artwork H O P E and reflect 
upon contemporary environmental issues or question the experience of 
connectedness and/or separateness we have with the land. 
 
On completion of the walk the picturesque expansiveness of Tim’s farming landscape, 
that borders the western wilderness, may be seen with fresh eyes. 
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FOLLOWING PICTURES TAKEN BY ELIZABETH LIEW AT THE PROJECT LAUNCH 
AND FARM OPEN DAY 
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OPENING INTRODUCTION 
INTERVIEW WITH ABC RADIO COUNTRY HOUR 
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